What are female DJs’ experiences in an industry in which they represent a gender minority?
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This dissertation investigates the experiences of female disc jockeys (DJs) in the DJ industry of The Netherlands, which is dominated by men in numbers. It starts off by setting the context in which the research is embedded by presenting a brief history of disc jockeying, proceeding to also present the most relevant developments in the Dutch DJ industry. This research is based on theoretical contributions pertaining to gendered discourses, particularly gendered practices in the music industry, that have been observed to be unfavorable to women who want to partake in specific sectors of the music industry. For that matter, it tests the notion of the glass ceiling among female DJs in order to explore the kind of obstacles they encounter throughout their career trajectories, aiming to find the affect of female gender in to their experiences in a male dominated industry. The research method applied to help answer the thesis question regarding female DJs experiences is the qualitative interview. 10 interviews were carried out with different female DJs in various cities of The Netherlands, out of which 2 were done on Skype. During interviews, female DJs shared their experiences regarding formal education, entering the disc jockeying scene, obstacles and opportunities they encountered, and they also opened up to surprising extents on their personal experiences as women in particular in the DJ business, revealing some of the threats female DJs must be aware of when traveling abroad for gigs, and also how they must be cautious of the way in which they interact with men in the industry. Although there are a few gender-related obstacles female DJs face when entering the industry, the results and analysis of the interviews show that female DJs experience being a gender minority as overwhelmingly positive, although they are not too concerned with gendered practices in the DJ industry themselves. The advantages of being a woman in the DJ industry override the disadvantages. Namely, the scarcity of female DJs makes them exclusive, and it appears that they are moreover even changing the industry by delivering a more eye-catching show and subtly sexualizing their performance through their music and looks. Existing research on the DJ industry is relatively scarce, and this dissertation serves as a well-founded building block for future research pertaining to gendered discourses in the DJ industry, as well as it provides deep personal insights that are unknown to the general public. This research is however limited in that it is not holistic, as it addresses the DJ industry only from the perspectives of female DJs. For that reason, further research that addresses the perspectives from other agents in the business is encouraged, and especially when investigating the obstacles that women encounter in their career trajectories it is perhaps useful to also address the experiences of women who have not yet “made it” in the industry. 
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PREFACE
This dissertation would have not been made possible without the assistance of some people. First of all I would like to thank Amanda Brandellero for patiently guiding me throughout my writing process. Second, thanks to all the DJs who enthusiastically participated in my research—without their interviews there would have simply been no material to work with. Last but not least, I would like to thank my friends and family who supported me throughout the course of my research and writing process—giving me good tips and knowing how to calm me down on sleepless nights. 

Before the social and scientific relevance of this dissertation is presented, I would like to share that the strongest incentive to dedicate time to investigate the DJ industry is of very personal nature. I started to become interested in the idea of DJing in my second year of college, because I found out that there was so much more music to be discovered than was playing on the radio by listening to DJ sets online, and from friends who DJ on computer programs. In the beginning, I had only known of male DJs. When a friend of mine introduced me to Magda’s music (a female DJ in Germany), I was sold, captivated by the idea of women having a hands-on approach on doing something that seemed to be laid away only for men. Later on, I discovered DJ Chloe’s music, a French DJ who is very popular in Berlin. That is when I became interested in female DJs as a social phenomenon, thinking about how the idea of a French woman leading a German crowd through music that is reproduced by means of advanced technology, would have been considered completely insane a hundred years ago. When looked at it from this perspective, female DJs are the epitome of emancipation, globalization, and boundless possibilities. The DJ scene in Berlin is the one I would have personally preferred to research, because it is a city that, in my perspective, is more culturally diverse, as well as it is more “underground” which makes it all the more intriguing to investigate.  But, since this research has no funding for field research abroad, I chose to do it in The Netherlands, a country I am very familiar with and where I am able to travel to various cities to talk to female DJs about their experiences in the Dutch DJ industry. 

This research is limited to The Netherlands due to its financial limitations, and it encourages further akin research to be carried out on a worldwide level in order to generate a wider contribution on gendered discourses overall. 

1. Introduction  

This dissertation explores the experiences of female club disc jockeys (DJs) in The Netherlands. The motive for this choice of topic pertains to the small number female DJs in the industry. Gender inequalities are part of ongoing discourses in modern day society, and they have been addressed in many a research. Gender inequalities seem to exist in just about every sector of institutionalized practices. Feminist movements in the 20th century have lead to women’s emancipation. However, it seems that women still have a long way to go, considering that they still continue to be marginalized in many sectors of the labour force, and in some countries, even in everyday life. For that matter, the aim of this research is to investigate the reasons why women are underrepresented in the DJ industry in The Netherlands, which is a country where freedom and equality are given great value in the constitution. By exploring female DJs’ experiences of being women in the DJ industry, gendered discourses in an industry of a country in which equality is, so-called, highly praised can be illustrated. Moreover, a thorough investigation of what it exactly entails to be a DJ can serve as a procedure that helps to determine the extent to which gender stereotypes are manifested in the DJ industry. 

Music is a constituent of just about every culture, and although music preferences may differ, it is unheard of for people not to appreciate music in general. That there is sociology of music is not surprising. De Nora has particularly presented various academic contributions to the sociology of music. While an analysis of the sociology of music goes beyond the scope of this research, the idea of music as a tool through which something can be communicated (de Nora, 2003:3) is important. Music is not social in itself, but its production is socially determined, so that music can be seen as both a product and a social activity. Gender is entrenched in social activity. The gender-oriented organization of men and women in the music industry is nothing new. Interpretations of observations on gender practices in music have already been generated in discourses since the rise of the opera in the 17th century (McClary, 2002:7). Pertaining to the discourse on women in music, Green brings attention to the fact that women’s musical practices have been silenced and regulated throughout the course of history (1997:2), stating that “the division of musical work into a largely male public sphere and a largely female private sphere is a trait of Western music history and also of many cultures from all around the world.” It is not only that women are underrepresented in the music the industry—what should also be considered is that women’s achievements are silenced (Farrugia, 2004:22). This means that if they really want to make it, women must fight their way to breakthrough in the industry. Moreover, in the 1940s, phonographs and records were associated with men, not women (Farrugia, 2004:8) in relation to technology being typically associated with men. Over the course of the years, women’s rights have been legitimized, leading to increased gender equalities, but certain thought patterns underlying social practices have not seemed to change much. Returning to the topic of technology, the way in which some music is produced has changed over time—music can for example now be produced electronically through the use of technological devices, whereas before it was made only with musical instruments. Technological and societal advances have inevitably forced the music industry to adapt to these changes. The experience of music has changed, not only as a consequence of emerging new types of music, but also because it is now often brought out to audiences differently than before. DJing is an example hereof. DJs do more than just play music to give people a fun experience in a party. What they do has a greater value. By dedicating time to explore audience’s music tastes and adapting music sets to meet those tastes, DJs can influence the popularity of songs made by other artists by playing them, thus having an impact on other sectors of the music industry. That DJ’s have become increasingly popular can be explained from a cultural perspective. Namely, DJs’ performances embody entertainment and globalization: DJs provide a show that delivers music as a language in itself that can bring people together.

The Dutch DJ industry is interesting to research in particular, because most of the world’s famous DJs are Dutch—DJ Tiesto, Armand van Buren, and Afrojack. Two remarks that ought to briefly be touched upon about The Netherlands that might have influenced the fact that the world’s most famous DJs are Dutch, pertain to the Dutch government and education. First, social welfare is a prominent practice in governance The Netherlands, which gives people more space (time and financial support) to occupy themselves with what they really want to do, since practically nobody has well grounded reasons for being afraid of ending up on the streets—because the government provides for those who are less well-off. Second, Dutch children become acquainted with the use of technology from very young ages at school, so that they may experience a smaller gap when learning to use technology at a later stage in their lives for their careers. The Netherlands is not the only country in the world whose governance practices social welfare and whose education system integrates the use of technology for children, but they are nonetheless plausible factors that enhance people’s possibilities to become DJs in The Netherlands. 

The DJ industry is relatively new, and is in continuous flux. It has already been observed before that DJs are “taking on a number of new roles unheard of in past decades” (Reistamer 2011). Female DJs epitomize such new roles. In explanation, a hundred years ago, the idea of a woman standing behind a booth in a dark room filled with coloured lights, using a machine to mix existing music would have been considered insane. The aim of this dissertation is to investigate how female DJs based in the Netherlands experience being a gender minority in the DJ industry, thereby also testing whether the concept of the glass ceiling can be applicable to them. For what is more, this research will also explore factors in the Netherlands that make the industry appealing for women.

To address the topic of gender stereotypes in a particular sector of the labour force is socially meaningful in that it tests the extent to which these stereotypes are true, and how they continue to be reproduced by Dutch female DJs. The scientific and social relevance of the proposed research is in manifold. First, it falls within current discourses of gender issues in the work sphere, as it explores the extent of the presence of a glass ceiling in in the disc jockeying scene in The Netherlands. The relevance of the contributions presented in this research is related to the way in which in discursive practices, the production and consumption of texts are a form of social practice that contribute to the constitution of the social world (Phillips & Jorgensen, 2002:61).

Second, DJs are active in the fast-changing environment of the music industry, so it is an interesting arena to research since it is relatively new, and still developing hand in hand with technological and media advances. This allows this research to fill a gap in current literature that addresses the DJ industry—which is currently relatively scarce. Third, research has been done on women in the music industries, but the theories presented have not yet been applied to the specific topic of female disc jockeys in The Netherlands, so this study submits new contribution. In addition, although some research has been done on DJs, it is not as extensive as it could be. This dissertation is partly founded upon previous research that has been done on DJs (as well as other research on gendered practices in the music industry), generating a stronger building block for further research as this research fills a significant gap in existing literature regarding gendered discourses in the music industry. Fourth, whereas most studies address the issue of gender on an institutional level, this one turns to the individual level by gathering data through qualitative interviews with female disc jockeys, in order to reach a more detailed, in-depth account of the topic in question. For a holistic approach to the subject of female DJ’s in relation to hegemonic discourses in society and technological developments, an interdisciplinary approach will necessarily be adopted, integrating contributions in sociology, cultural studies, and gender studies. 

All that has been said above presents an opportunity to approach the topic using an interdisciplinary academic lens, aiming to find how female disc jockeys’ experiences can be juxtaposed with existing literature in gendered discourses in music. The results of this research are based on 10 qualitative interviews carried out with female DJs in various cities of The Netherlands. The leading thesis question reads as follows: How do female DJs based in The Netherlands experience representing a gender minority in their industry?
Although the findings of this research might be applicable to other countries, that need not be the case because there are differences in cultures and policies between countries, and these factors influence the phenomenon of disc jockeying per nation in various ways. Due to the current lack of theory regarding the DJ industry a separate chapter is dedicated to DJ’s and the DJ industry in The Netherlands previous to the literature review. The literature review section assesses academic contributions that deal with the concepts of the glass ceiling, gender, sexuality, and gendered discourses in music. It discusses and compares notions of the concepts, making intelligible why and how they fundamentally guide this research. After having reviewed the relevant concepts for this research, several hypotheses in the form of sub questions that help to answer the main thesis question are formulated and put to the test at a later stage of the research. 

The method employed to find out how female disc jockeys experience constituting a gender minority in the DJ industry in The Netherlands is the qualitative interview. The methodology section will describe this method and report how the concepts dealt with in the literature review are operationalized, and how the data for this research is acquired. The subsequent section presents the results of the interviews, which are thematically coded against the light of the main concepts covered in the selected literature. Such an approach addresses the affect of the female gender on the experience of engagement in the DJ industry. The presentation of the results is followed by a discussion of the findings against the light of the literature, and it determines particular trends among female DJs’ experiences that can be observed. 

The last section of this dissertation, the conclusion, answers the central thesis question, generating a well-founded report on the experiences of female DJs in the Dutch DJ industry.    

In a nutshell, there is a clear gender gap in the DJ industry. To find whether this gender gap hinders women from moving forward in the industry is a guiding force of this research, also looking at women’s relationship to technology and whether the extent to which that relationship is influenced by ascribed gender roles. This dissertation attempts to induce a statement on female DJs’ in The Netherlands in relation to dominant gender discourses that assert women’s relative alienation in the labour force by exploring the experiences of female DJs through qualitative interviews. The results of the interviews are then consolidated with the selected literature in order to answer the question: How do female DJs based in The Netherlands experience representing a gender minority in their industry?

2. The DJ Industry in The Netherlands

2.1 Historical Background

The concept of the disc jockey was introduced by columnist Walter Winchell in 1935 (DJ Techtools, 2010). The task of a DJ was then to introduce records on the radio between news and other broadcasts (DJ Techtools, 2010). Reginald A. Fessenden was the world’s first traditional disc jockey, being the first person to play a record on the radio (Brewster and Broughton, 1999:20-21). A novel type of DJ emerged when DJ Jimmy Savile used turntables to mix songs more smoothly in the 1940s (DJ Techtools, 2010). The rise of the DJ did not go uncontested by agents in the music industry. For instance, musicians in the USA went on strike for a year to protest against radio DJs (Brewster and Broughton, 1999:20). Although radios DJs are still active anno 2012, This research does not deal with radio disc jockeys. It deals with club disc jockeys whose job is to “introduce, select and play music in a deejay-set for an intended audience” (Schuring, 2007:2).

Some background information of the historical developments of the DJ industry in the Netherlands should be highlighted here to provide an understanding of how changes in the music industry in The Netherlands gave rise to the increasing popularity of disc jockeys, setting the basis for the context in which female DJs in The Netherlands are engaged anno 2012, again stressing that women represent a minority in the DJ industry.
The first DJs were announced in the Netherlands in 1960. What started as a radio presenter talking in between songs (Joost den Draayer) ended up in a very different kind of artistic profession. In 1965, a radio DJ played his own records on the radio. Later, in the 1980s Hip Hop came to the Netherlands, with MCMiker G and DJ Sven doing the “first pioneer work. In 1985 DJ Erik E started playing at Prinsenhof in Zaandam on Hip-Hop nights. During the day he was working at a record company. In 1989 he became Holland’s DMC mix/scratch champion. In the year 2008 he was still one of the most popular DJs.  In 1987, Born Free Mc en D.A.M.N. from Eindhoven brought out the first Dutch rap album.  In 1988, house music arrived in the Netherlands, with the first house parties being hosted at RoXY discotheque in Amsterdam, where DJ Eddy de Clerg played. The first female DJs in the Netherlands emerged in the nineties, with, among others. 100% Isis, Lady Dana and Miss Djax. As has been stated before, DJs tend to belong to an underground culture. However, DJs are recognized as artists by Dutch Tax Law since 2006 (Schuring, 2007:2), making the job of the DJ more legitimate.
2.2 Present Day Practice 

Although DJs can play music in every setting, “they are most often closely interwoven with dancing and dance culture” (Schuring, 2011:5). The DJ is dance culture’s “most important figure” (Brewster & Broughton, 1999:x). Dance culture sets the scene where DJs perform, and DJs are partly responsible for the reproduction of it by mixing tracks to get audiences dancing. What is relevant here about dance culture, is that there are people who like going to night clubs and discos, either against a fee or for free, to dance and have a good time. Musical tastes and choices may naturally differ, but the point here is to mention the kind of context DJ’s partake in. 

DJs are consumers as well as they are producers in the sense that they consume music by buying already produced records, and (re)produce them by uniquely putting them together (Brewster and Broughton, 1999:14), which results in a whole new production in itself. DJs have to be creative in the way they combine songs during performances (also known as DJ sets or gigs), which is why they need to be familiar with as much music as possible  (Berends, 2008:33). Most DJs start off by playing and mixing music for local audiences (Resitamer, 2011:31), and if they’re good then the message tends to spread through word of mouth in networks of the DJ industry. The fundamental quality of being a DJ is to deliver a performance that matches a particular setting, time, and audience, while mastering the art of mixing records in an order that is pleasant to hear (Brewster and Broughton, 2006:17). The emergence of the club DJ came hand in hand with the developments of technologies that made it possible, because it is not possible (at least it has never been done before) to perform the task of a DJ without Vinyl players, turntables or computers. For that matter, DJs must not only have a good feel for mixing tracks—technological dexterousness is a plus. The technical aspect of DJing requires the use of certain equipment that may change hand in hand with technological advances, which are then practical for DJs in general to keep up with. 

In The Netherlands, an average of 2,784 DJs are active in the industry, out of which only 110 are female (DJ Guide, 2012). However, due to the underground culture in which DJs tend to participate, it is likely that there are many more DJs than are listed in DJguide.nl. In fact, many young people in The Netherlands are acquainted with somebody who DJs and is not listed on DJguide.nl. However, the point does not regard the total number of DJs, but rather the (small) number of female DJs in comparison to the (large) number of male DJs. Considering that only about 4% of the DJs in The Netherlands listed on DJguide.nl are female, the issue of gender is not easy to ignore. In Berends’ (2008) research, DJs are referred to as “he,” as is also the case in Brewster and Broughton, which states that calling DJs “he’s” is appropriate for “grammatical reasons, and…because 98 percent of DJs have a penis” in Last Night a DJ Saved my Life: A History of the DJ (1999:x). Although such a choice seems rather sexist at first glance, when considering that an average of 96% of the Dutch DJs listed on DJguide.nl are male, it is perhaps not sexist but fairly realistic. The downside is the demotivating effect it can have on women who know these numbers, as they may for instance refrain from even thinking of becoming DJ’s, assuming that it is an activity that is exclusively reserved for men. Other literature support this view, for instance by stating that disc jockeys generally play electronic dance music, which is, together with the DJ culture, male-centered (Farrugia, 2004:1), since DJs who have other jobs as producers, mixers, and scratchers are mostly male (Bradby 1993:156). However, the number of women in the DJ industry is growing. Therefore, it can be questioned for how long DJs will continue to be referred to as “he’s.” Women’s participation in other areas of the music industry is also growing, for example by fulfilling positions as “bookings agents, event planners and promoters, website developers, managers, DJs, producers, and record label owners” (Farrugia, 2004:1). 

Existing research pertaining to how disc jockeys participate in the labour market scene claims that holding multiple jobs in the music industry (such as owning a record label and organizing parties) increases DJs’ agency in the process of production and promotion (Schuring, 2007), just as their role extends beyond playing music to the public (Reistamer, 2011:28). The more active DJs are in holding multiple jobs within the industry in which they are active, the more independent they can be of other influential agents. Moreover, their participation in other sectors of the music industry is important to increase their status so as to get invited to play at major club scenes (Reistamer, 2011:37), as is their ability to network successfully.
2.3 Club Culture & Performance

DJs must master a variety of things in combination with each other to be successful. To say that a DJ’s task is merely to mix music would be to put things too simply, because a good DJ has the power to create a common mood among a particular audience, breaking the barrier between the public and the performer (Brewster and Broughton, 1999:5). The credit DJs get on performing somebody else’s music pertains to the way in which they are able to creatively connect different songs to create a performance, and this is something that demands a musical ear as well as skill in using the technology required to do so (Brewster and Broughton, 1999:8). 

When discussing disc jockeying, it is necessary to consider the environments in which they perform: nightclubs—where dance culture takes place. In a study that focuses on DJ interactions with their audiences, nightclubs are described as “playful spaces where the atmosphere encourages exploratory relationships with music, dance, visual elements, and performance. DJs exist in this space to facilitate these explorations with their technical and performative presentation of a live mix of recorded music” (Gates et al., 2006:72). In nightclubs, “The DJ is placed in a position of authority with their power over the musical sphere of the club, but with that authority comes a responsibility that the DJ maintains a professional technical and aesthetic presentation while being perceived as friendly and approachable” (Gates et al., 2006:72). 

It has already been observed that an increasing amount of people have recently become interested in pursuing disc jockeying as a career (Reistamer, 2011:37), which leads to competition and consequently to higher expectations from disc jockeys. DJs’ entrepreneurial position is strengthened by the emergence of neoliberal economics (Reistamer, 2011:29) seen the autonomous nature of their work. As valuable as it may be, an in depth interpretation of the relationship between neoliberal economics and disc jockeying as a career, lies beyond the scope of this research. The DJ industry continues to grow, and is essentially influenced by technological developments and new styles of music. As has been mentioned before, it is in continuous flux. An increasing amount of women are entering the industry, but the gender gap is still remarkably big. To address this gender gap helps to provide insights on gendered discourses in the industry, which are likely to reflect broader gendered discourses in The Netherlands. 

3. Literature Review  
This review covers existing literature on gender, the concept of the glass ceiling, discourses of gender in music, and technology, laying down the theoretical foundations upon which this research is built. In explanation, the selected literature provides a working framework within which gendered practices in the DJ industry in The Netherlands can (and will) be placed. The accounts on the concepts of gender and sexuality, the glass ceiling, sociological reports of gender in the music industry, and gendered uses in technology (comparing men to women), lead to the formulation of a social critical account of how the literature relates to the presence of female DJs amounting to be a gender minority in the industry in which they engage. 

It seems adequate to explain why the selected concepts need to be operationalized in order to answer the main research question. Since the research topic pertains to women by definition, the concept of gender will first be dealt with, presenting the academic definition dictated by the current discourse, and distinguishing the concepts of gender, sex, and sexuality clearly so as to avoid any term-related confusions. The reason why gender matters when exploring female DJs’ experiences in the DJ industry, is that men and women are known to think and behave differently from each other according to their ascribed and adopted gender roles. The concept of gender can be approached from many an angle, which is why it is necessary to present various perspectives and discuss them in relation to each other so as to blend the theoretical foundations on gender and gendered practices in a way that several sub questions can be generated to guide the process of answering the main thesis question. Research has moreover particularly been dedicated to gendered practices in music. Gendered practices in music can briefly be outlined as practices that have been observed to be specific to (and different between) men and women who are engaged in producing music in the industry. In explanation, some practices regarding roles in the industry seem to be more often ascribed to men, and others to women. Moreover, some research also shows that women sometimes encounter obstacles that men do not encounter as much. For that matter, it is valuable to consider research pertaining to gendered practices in music in order to present a basic point of departure to guide the exploration of gendered discourses in the Dutch DJ industry. The contributions by Green (1997), Leonard (1998), McClary (2002), Farrugia (2004), Bayton (2006), and Gottlieb & Wald (2006) are especially valuable to consider when discussing gendered practices in music. Most of the selected research has explored the topic of gender in branches of the music industry other than the DJ industry, so the theoretical frameworks may not literally be applicable to the DJ industry, but the collection of selected contributions is nonetheless valuable, because it provides a working model for approaching gendered practices in the music industry. In other words, it presents an incentive foundation that can be built upon. 

Following up the discussions of gendered practices in music, research on gendered practices in technology (as presented by Farrugia, 2004; and Henwood, 1998) will also be covered. The relevance of dealing with gendered practices in technology pertains to the fact that the act of disc jockeying necessarily requires acquaintance with the technology that makes it possible, and that uses of technology have been claimed to be gendered. Namely, it has been observed that men are more likely to be interested and partake in technological practices than women. Taking this into consideration, the fact that certain technological affinity is required to DJ presents a plausible explanation to why there are so few female DJs in comparison to the number of male DJs who are actively engaged in the DJ industry. The research by Farrugia (2004) is specifically pertinent, as she deals with how women become DJs and how they influence dance culture, thereby discussing gender and technology, and elaborating on the influence of role models on women
. 

Building on the concept of gender and gender practices, this review will thirdly proceed to deal with the notion of the glass ceiling. After providing a definition of it, several investigations that test the hypothesis of the glass ceiling in diverse branches of the labour force will be discussed, evaluating the strengths and weaknesses of the selected studies and specifying how convictions of the glass ceiling will be put to the test in this research. The notion of the glass ceiling is understood as a barrier for women to progress in their careers. The barriers that can be encountered may be set down by gatekeepers (people who control access to something) within a particular organization or institution. For that matter, Grazian’s (2004) statement on gatekeepers will be used as an encouragement to explore if (and if so, how) gatekeepers have been active in keeping women out of the Dutch DJ industry seen the fact that this research hunts for reasons to explain the underrepresentation of women therein.  

Last but not least, the theme of role models will briefly be considered to explore the ways in which role models have been known to influence people’s choices (especially pertaining to their careers). The possibility, and if applicable, extent of this influence is valuable to have in mind when investigating how it comes to be that female DJs choose for a career that is not traditionally chosen by women. To clarify, if it can be said that role models have the capacity to inspire others, then it is interesting to explore the influence of role models for female disc jockeys. 

In summary, gendered practices, the glass ceiling, and the influence of role models are the leading guiding concepts this dissertation is based on, because they may help explain the experiences of women in the DJing industry. 

 3.1 Gender & Gender Stereotypes

The issue of gender has extensively been dealt with in academia, generating a discourse. This research understands discourse as literary discussions on social practices, in which certain notions become dominant when supported by rational arguments and empirical evidence—which seems to be the most generic and widely understood under academia. To review all the contributions that make up the discourse on gender would exceed the scope of this research. For that matter, this research includes a limited selection that functions as a guiding train of thought. 

It ought to first be clarified that the concept of gender differs from the concept of sex in that it pertains to social and cultural differences—not biological ones that classify people as either male or female. Gender is also different from sexuality, as the latter is related to bodily desires, while gender derives from social roles (Toynbee, 2005:345). Gender, sex, and sexuality are however inseparable from one another since gender emerges from “membership in a sex category” (West & Zimmerman, 1987:127).  Sex is determined by nature, but the extent to which gender is determined by nature can be debated, since physical sex differences between men and women do not demand different social behavior per definition. West and Zimmerman (1987:126) see gender as a part of everyday interaction, (1987:125) as something that can be done. They understand gender as a result of and explanation for particular social arrangements. Namely, people organize their activities to “reflect or express gender” through interactions as an expression of a biological category (West & Zimmerman, 1987:127). 

In the social sciences, gender stereotypes in particular are understood as traits that are “more characteristic of one sex than the other” (Eagly & Mladinic, 1999:544), meaning that particular socially constructed roles require a variety of assets that are sometimes more likely to be attributed to men, and others are more likely to be attributed to women. To start off with a simple example: girls wear pink and play with dolls, and boys wear blue and play with cars. The perception of stereotypes do not vary much between the sexes (Eagly & Mladinic, 1999:545), meaning that men and women tend to hold the same kind of stereotypes about men, and that men and women also hold the same kind of stereotypes about women.  Moreover, gender stereotypes do not significantly differ across cultures (Williams & Best, 1982, as cited in Eagly & Steffen,1986:735), and have not seemed to change much over time either (Heilman, 2001:658). They may however vary depending on whether the social role or position of the individual being stereotyped is known (Eagly & Steffen,1986:752), because people’s assigned assets are connected to their vocational roles (Eagly & Steffen, 1994), meaning that people are likely to fulfill positions in which they can enact the roles that are ascribed to them. For example, everyday experience shows that baby caretakers in nurseries are women, and that is probably well connected to the asset attributed to women of being communal (Eagly & Steffen, 1986:735), which stands for being “kind, helpful, sympathetic, and concerned about others” (Heilman, 2001:658).  Moreover, working in a nursery also brings out women’s motherly characteristics.  

Stereotypes are particular characteristics that are assigned to a social group, and they can be held on an individual or collective level (Eagly & Mladinic, 1999:544). Stereotypes are based on observations of certain activities of a given group (Eagly & Steffem,1986:735), and the spread of such impressions through education  and the media (Eagly & Steffen,1986:752). This means that stereotypes are descriptive in that they describe what is being observed, and prescriptive in that they prescribe how men and women ought to be and not to be (Heilman, 2001:659). It should be noted that observations may not always be accurate, because observers may be biased by their personal perspectives and opinions, so that they look at a particular situation through a subjective lens, as it were. Observations can turn into stereotypes when observations on a particular group are held on a collective level. 

For the case of men, a typical stereotype is that they are  “agentic” (Eagly & Steffen,1986:735), an asset that entails being “aggressive, forceful, independent, and decisive” (Heilman, 2001:658). The perceptions of such stereotypes are supported, if not strengthened, by the fact that men are more likely to hold authoritative positions, and women on the other hand are more likely to be engaged in household activities. Some stereotypes seem to hold certain virtuosity in them, but others seem more unfavourable. For example, women are thought to generally be weaker and more gullible than men, and men are thought to be more arrogant and insensitive than women (Prentice & Carranza, 2002:270). The research by Prentince & Carranza (2002) support Heilman’s (2001) in that it also finds that gender stereotypes are not only based on descriptive observations, but also on what is thought to be required of men and women (2002:269) to fulfill their social roles. The stereotype of men being agentic and women being communal then means that men are more likely to fulfill social roles that require agency, and that women more likely to fulfill social roles that demand an interest in community. This dissertation does not contend that all men only fulfill agentic roles and that all women fulfill communal role, as situations may circumstantially differ. However, the course of history dictates that women’s most common role is to take care of the home and family, and that it is men’s main task to “go out there” and do what it takes to provide for their family. These activities require particular qualities, which systematically seem to match the gender stereotypes described so far. Although the research by Prentice & Carranza assumes gender stereotypes to reflect only desirable traits (2002:270) in the sense that gender stereotypes are based on qualities that are more advantageous to either men or women to have in regards to the social role they are expected to fulfill, they do not deny the existence of negative gender stereotypes—so the situation is not black or white.

Eagly and Mladinic (1999) research how favourable such gendered stereotypes can be, integrating the concept of attitude when dealing with gender stereotypes. Attitudes are propensities to assess an individual in a positive or negative light (Eagly & Mladinic, 1999:543). The element of attitude is important when exploring gender issues, because through attitude interpretations it can be discerned whether something is considered to be positive or negative. The research finds a positive correlation between gendered stereotypes and attitudes, meaning that attitudes towards a certain group are likely to be positive if the stereotype attributes are positive, and they are likewise likely to negative if the attributes are negative. In the research by Eagly and Mladinic, in which respondents are asked to rate gender stereotypes, stereotypes of women are reported as overwhelmingly positive (1999:554), but there are two things that should be considered here before drawing conclusions too quickly. The first is that, as noted by the researchers themselves, it is not unlikely that such findings are a result of a positive bias exercised by participants of the research (be it on a conscious or unconscious level), and the second is that they are not evaluated positively on all fronts. For example, women are stereotypically found to be better at being expressive than they are at being instrumental (Eagly & Mladinic, 1999:554; Eagly & Steffen, 1994), meaning that it cannot be concluded that female stereotypes are considered positive overall. 

Gender discourses in literature suggest that men and women have assigned social roles that essentially stem from social arrangements that are based on both descriptions as well as prescriptions of how men and women act and should act, as explained by Heilman (2001) and Prentice & Carranza (2002). The fulfillment of these social roles is inherently linked to gendered stereotypes, which may be positive or negative. Manifestations of gender stereotypes occur within the context of social interactions (West & Zimmerman, 1987). There is however a methodological problem with researching negative stereotypes, as shown by the research by Eagly & Mladinic  (1999), because participants of a research may provide fallacious reports of how they stereotype the other sex in order to avoid being perceived as (negatively) biased. What is feminine and what is masculine is determined by mutual exclusion (Bayton, 2006:353), but the element of interaction is important, because gender stereotypes would not exist of there was not another gender to compare it with, so that stereotypes emerge from interactions between the two. When stereotypes are internalized and exercised so as to fulfill “societal expectations based on gender roles” (George, 2000:23), they are being reproduced and fortified.
Gender cannot be denied, but issues revolving around gender may be subject to change, and if not at least to discussion. The disc jockeying industry can be regarded as an arena where changing gender roles are manifested, since we are dealing with women who are fulfilling a job that is mostly done by men. Gender is thus rooted in something inherently biological, but ascribed behaviors for each gender may be socially constructed. The concept of gender can vary and is unstable (McCarthy, 2006:70). This means that gender roles are malleable, and that their enacted display may or may not fall within the framework of the ascribed roles. The malleability of gender practices has been stated in other research, for example, Leonard (1998) states that gender identities and discourses are dynamic, and that they change according to the context of their production (1998:1). If disc jockeying is a practice that is generally ascribed to men, it does not mean that it excludes the possibility of women doing it; and if women choose to do it and prove that they can do it well, then this essentially exemplifies the way in which gender roles are susceptible to change. Namely, if women do possess or can acquire the skills and traits necessary to practice disc jockeying without fundamentally changing about the practice itself, then it need not be ascribed to men only per se.

Actions in which gender is performed can be inconsistent, which justifies the constant rethinking of understandings of masculinity and femininity (Fast, 2006). Such actions fall within the context of social practices, and it is through an analysis of social practices that gender can be described. That is why the following two sections address gendered practices in music, and gendered practices in technology, as the disc jockeying industry revolves around music and technology.

3.2 Gendered Practices in Music

As already mentioned in the introduction, music can be discerned as both a product and a social activity. Gender is entrenched in social activity because it is through social activity and interaction that gender is enacted. The music industry seems to have been gender-oriented for a long time. Gender practices in music have been reported from the 17th century (McClary, 2002:7) onwards. It has already been stated in previous research that women’s musical practices have almost universally been silenced and regulated throughout the course of history (Green, 1997:2), and that their overall achievements also tend to be silenced (Farrugia, 2004:22). Such findings implore for a thorough discussion of academic contributions pertaining to women’s presence in the music industry. 

According to Farrugia’s research in the modern context of the DJ industry, while men are more occupied with producing music, women are in comparison generally more occupied with buying clothes and make-up (2004:30) to go to clubs where music is being played (usually by men), because women are perceived to keep a greater distance from the technical production of music than men, and this may also be related to women generally having less material resources available to them then men (Bayton, 2006:349). Bayton suggests that factors such as limitations to access to material resources needed for the production of music and the restrictions women face regarding being outside by themselves late as night advert women from becoming engaged in rock practices. The topic of safety is also gender-related. Namely, the statement that women are generally physically weaker than men is commonly agreed upon. This means that they are more vulnerable to assaults of any physical nature. It is perhaps partly for that reason, but also in relation to gender roles, that indoor spaces such as the home are more often linked to girls and outside spaces to boys. Public spaces are male dominated in the sense that it’s more likely for women to get attacked by men than for men to get (physically) attacked by women. Although the Netherlands is a relatively safe country, it does not change the fact that women are still generally physically more vulnerable than men. Moreover, women are known to experience an imagined threat of violence (Toynbee 2006:343) in night environments.

To continue expanding on more gender-related constraints that partly explain the small number of women present in the rock industry (Bayton, 2006:346), women are more “restricted in the leisure pursuits” in comparison to males (2006:347). These restrictions are related to the fact that men generally earn more than women (2006:347), which means that women have less financial resources at hand to purchase the materials needed to exercise the desired leisure activity, with musical practice as an example of a leisure activity. Another restriction regards not only availability but also access to equipment that is “gender stereotyped” (Bayton 347: 2006) because men typically own it. Such is the case for equipment for producing rock music, and turntables for disc jockeys can be regarded analogously. Third, transport is known to be owned by men more often than by women (2006:348) so in terms of having available transport to move around, men also have an advantage over women. A fourth constraining factor is that women are granted less space than men (Bayton, 2006:348) on several planes. For one thing, women are given less space because they themselves take up less space in the way they “sit and move,” and also within the confines of the home women are given less space (2006:348). 
Furthermore, the book by Green (1997:17) presents a “working theory of gendered musical meaning and experience,” explaining how gendered musical practices are produced and reproduced in education, in which most people partake before making career choices. The classroom is a place where existing gender discourses are reproduced (Green, 2002:137).   Music teachers expect boys to have better musical talents then girls (Green, 1997; as cited in Bayton, 2006:349), which can be demotivating for girls who want to pursue a career in music. At the same time, teachers are only reproducing the idea that certain musical practices should better be enacted by boys, because girls feel insecure about engaging in what are considered to be masculine practices since it threatens their femininity (Bayton, 2006:349), presenting a rather vicious cycle since girls base this insecurity on socially constructed gendered ideas that have been set out for them to adopt. Another interesting idea is how women’s relationships with men influence the choices they make, following the train of thought that women with relationships are more likely to revolve their lives more around their men (Bayton, 2006:353) than they are in the personal pursuit of their interests. 
 The issue of gender in the music industry has further been researched by Leonard (1998) specifying on discourses of gender power relations as manifested in the rock scene in England. Her book “examines how gender is produced and maintained by discourses, institutions, groups and individuals operating within the music industry,” stating that  “the gendered character of music serves to constitute the gendered character of wider social and cultural realities and structures” (Leonard 1998:2). Leonard does not deal with gendered practices in music in general, but rather focuses on the way in which rock has been gendered as masculine, using the presence of women in Indie rock as a case study. However, among her findings, one reason can be discerned to why gender matters in musical practices. Namely, male dominance in the music industry hinders women’s access to it (1998:24). This helps to explain gender disparity in the music industry, and reflects the way in which sexism that is evident in Western culture is also manifested in the music business. 

Furthermore, the male domination of the music industry strengthens the perpetuation of such a culture (Stewart & Garratt 1985, Frith & McRobbie 1990, Cameron 2003). In a research that investigates social and symbolic boundaries in newspaper coverag of music ranging from 1955 to 2005 pertaining to gender and genre in the U.S.A., France, Germany, and the Netherlands, Schmutz adds that although shifting hierarchies in the music industry may change, hierarchies based on gender do not (Schmutz, 2009:298). 

To add to the discussion on gendered practices in music, the display of musical performers, in other words, the way in which musical artists perform for an audience contribute to how that music is interpreted (Green, 1997:24). In explanation, it is not only the music itself that makes a difference in performance, but also whether it is enacted by men or women since they look differently, and often even move differently.  For example, sexual displays in musical performance “may be enacted by a man or a woman…it overwhelmingly tends to be enacted by women” (Green 1997:25).  This means that musical artists are not only affected by existing gender discourses, but that they are also reproducing discourses themselves through their performances. 

Several other authors have dealt with the presence of women in rock. Since this dissertation does not research the rock industry, an account of it will be left out in this review since literature on women in rock is only being used for the purpose of discussing academic contributions pertaining to women’s participation in the music industry. Gottlieb & Wald (2006) bring to attention that women have practically been invisible in rock. According to the authors, girls are less likely to participate in rock culture because of “patriarchal restrictions” (male dominated societal systems), and because their “pleasure and identity-formation” is different in comparison to boys (Gottlieb & Wald, 2006:357). Although much can be and has been written on pleasure and identity-formation, an in-depth discussion of them exceeds the confines of this research. What is apposite here is the notion that girls and boys have different interests and tastes. In practice, patriarchal restrictions mean that women’s access to public spaces and engagement in particular industries is hindered in relation to how domestic roles are ascribed to them in order to maintain the status quo. Around the nineties in the USA, women that wanted to challenge patriarchal rules in society were attracted to punk, because it offered them a way of expression against mainstream ideas (Schilt. 2006:117). There are many ways in which people could react and express their feeling about it. For example, female musician artists have often challenged “mainstream representations of womanhood” through lyrical expression in rap and rock songs (Farrugia, 2004:21). Moreover, feminist thought has found its expression in certain branches of the music industry. Such is the case of the riot grrrls, as an example of such an expression. Riot girls are members of a movement of young feminists expressing their resistance to the sexual harassment and exploitation of women, especially through aggressive punk-style rock music. Schilt (2006) covers how riot grrrls (spelled “grrrls” by members to express rebellion) represent a transition done by women from the “bedroom culture of female fandom into the realm of subcultural producer” (Schilt, 2006:115). In contrast to the Riot grrrls movement, where the line between whether their drive was music or politics was blurred, disc jockeying is clearly a practice that is more about the music than it is about bringing people together who share political views. Moreover, female disc jockeys do not necessarily fall within a particular genre, such as is the case for riot grrrls. Regardless of the differences between riot grrrls and female disc jockeys, the alignment when studying these two groups becomes clear when regarding them as women participating in an industry in which they constitute a minority, in a society that is guided by unwritten patriarchal norms. 

Returning to the discussion on gender in music, if men and women have, and continue to fulfill different social roles that are often determined by their gender, then it is likely that some sources of pleasure may differ among men and women, just as the traits that make up their respective identities do. These differences can be manifested through the degrees of participation in different cultural practices, such as disc jockeying. For example, a study on the Viennese techno and drum and bass disc jockeys states that DJs’ “experiences as cultural producers embody gendered constructions of artistic identity” (Reistamer, 2011:40), meaning that DJs reproduce existing gender discourses through their artistic activity. Moreover, “unknown female DJs have difficulty in securing a legitimate position in music scenes because of their gender” (Farrugia, 2004: 244–246; as cited in Resitamer, 2011:34). This indicates that gender discourses in which male dominance prevails are specifically unfavourable for upcoming female DJs.

While disc jockeying may not be masculine in the same ways as rock music is perceived to be, the mere fact that the majority of disc jockeys are men makes it a more masculine activity than a female one in the same way that playing soccer is considered to be more masculine than, for instance, dancing ballet based on the number of men and women engaging in the respective activities. This makes the presence of women in the disc jockeying industry what McCarthy refers to as “gender-significant” (McCarthy, 2006:72), meaning that to be a gender minority engaging in a particular social activity makes the presence more notable. For example, a female disc jockey is more eyebrow raising than a female nurse. If female disc jockeys have trouble entering the scenes because of their gender, it seems logical for them to adopt male attitudes to reach this goal, as their success largely depends on it (Reistamer, 2011). 

In spite of the female underrepresentation of women in the music industry that has generally been observed in previous research, the female working force has never been larger (George, 2000:23), and women are increasingly fulfilling positions in the working force that were previously generally performed by men (Kay & Hagan, 1995:279-280). Today, female DJ’s are exceptions—not the rule. Females are not only underrepresented as DJ’s, but also in the whole working environment in which DJ’s fall into. “Girls appear to be less involved in the cultural production of rave, from the flyers, to the events, to the DJing, than their male counterparts” (McRobbie,1999:79), they are more involved with working behind the bar and handing out fliers (McRobbie ,1999:82). This might be explained by the notion that it is “easier for girls to develop skills in those fields which are less contested by men than it is in those already occupied by them” (McRobbie 1994, as cited in Farrugia, 2004:18). For the case of (female) DJs, “women are placed in the center of a musical and technological act—two spheres that are usually occupied by men—and in turn, some of their experiences and the challenges they face in these spaces are different from those of men. For women, there is a constant mediation between the conscious stage performance and unconscious gender performance” (Farrugia, 2004:29). This means that even if women have “made it” to become DJ’s, the fact that they are “in” the industry does not make their involvement and participation, and particularly their experience thereof, equal to men’s.

The literary contributions regarding women’s participation in rock are applicable to women’s participation in the branch of disc jockeying, because the arguments and factors that influence the participation are not so much related to the specific branch of the music industry dealt with in this dissertation, but they are applicable to larger structures of society regarding ascribed gender roles and the agency that women have to react to them. However, although many ideas from studies on women in rock may be applicable to women in the disc jockeying industry, it must be noted that due to the differences between the musical production and performance of rock on the one hand, and disc jockeying on the other, the two can be compared but they must not be put under the same umbrella. The most important point to remember is that musical activities are lodged in gender practices, proven by the fact that sex segregation in musical activities has been observed in various branches of the music industry for a long time already (McCarthy, 2002). Gender marginalization is rooted in various factors, such as the production of gendered practices in education (Green, 1997), specific gender associations regarding the use of equipment to produce music (Farrugia, 2004; Bayton, 2006; Gottlieb & Wald, 1994), material constraints (Bayton, 2006), the under acknowledgment of women’s achievements (Farrugia, 2004), gender power relations (Leonard, 1998), and different gender-related tastes and identities (Gottlieb & Wald, 1994). For what is more, it may be the case that the achievements of female DJ’s are not acknowledged to the same extent to which the achievements of male DJs are acknowledged, which could explain the underrepresentation of women in the DJ industry. Whether this underrepresentation is based on gender-related constrains is open to question regardless of the fact that it has been found to be the case in other sectors of the music industry. Namely, it could also be a consequence of women’s personal choices and not necessarily gender-related barriers. Although an in-depth discussion of this may be too philosophical for the context of this research, the important thought behind this argument is that personal choices are hard to ignore when addressing human behavior, and that they can be addressed positively as long as they do not harm others. 
3.3 Gendered Practices in Technology

Technologies that allow recorded sounds to be play backed have been around since the beginning of the 20th century. To become a DJ, one must have certain affinity with technology, a field which is already in itself more often related to men than it is to women, as females are moreover generally “hesitant to engage with technology” (Farrugia, 2004:4). Research pertaining to gendered uses of technology has shown that the ratio of men engaging in the use of technology is higher than the ratio of women (Henwood, 2008; Haynes, 2006). In addition, technology and technological work have previously been equaled to masculinity (Cockburn 1980, as cited in Henwood, 1998). This can be historically traced back to the era of the Industrial Revolution, when men were mostly responsible for contributing to technological advances (Farrugia, 2004:5). It follows that, to access technology, women must overcome societal expectations regarding their gender roles (Farrugia, 2004:7). The link between men and technology is related to men’s assumed inherent talents in dealing with technology, and women are for instance more likely to be encouraged to become singers (because it’s a talent that is also regarded as coming from the biological body) than to learn how to play more technical musical instruments (Farrugia, 2004:7). Such gendered practices in technology are kept alive in “everyday discourses” (Farrugia, 2004:7). 

Moreover, women are underrepresented in science and engineering (Henwood, 1998), a field that is different than the music industry, but in which technology plays a crucial role regarding to the influence of technology on the production and deliverance from what is being sold. Henwood’s research (1998) scrutinizes how discourses on gender and sexuality influence career preferences, discerning female software engineers (which is considered a man’s job) as different in two ways: first, they are different in comparison to men, and second, in comparison to other women who are not software engineers (Henwood, 1998:63). In her research, female students of software engineering were different from men in that they had, according to teachers, a “civilizing effect” on groups in the classroom, and they were also different from other women in that they were “hard-working” and “determined characters” (Henwood, 1998:43). Regarding the “civilizing effect,” the research fails to report how these effects were assessed. 

Gendered uses in technology are explored in this research in order to find first how the influence the male to female ratio in the Dutch DJ industry, second to explore female DJs’ experience of it, and third, to make a formulate a preliminary statement regarding the way in which female DJs in the Netherlands are changing discourses pertaining to gendered practices in technology. 

Although gender stereotypes have continued to be reproduced in the music industry, the research by Farrugia shows that “existing assumptions about gender and technology are being broken down on some fronts and maintained on others” (2004:56), which indicates that gendered uses in technology are changing. Women are becoming increasingly comfortable with engaging with the technology required to DJ (Farrugia, 2004:56), but still represent a gender minority in the industry. 

This section has covered gendered discourses and practices pertaining to music and technology. The overall concurrence reads that there are observable gender-related dissimilarities when looking at women’s participation in the music industry. All the contributions discussed above help to answer the questions: how is disc jockeying a gendered practice, and how are female disc jockeys changing gendered discourses in music?

3.4 The Glass Ceiling Hypothesis 

Within the context of academic contributions pertaining to gender-related constraints, the notion of the glass ceiling has so broadly been dealt with that it deserves to be covered separately from gendered practices in music and technology, because the notion of the glass ceiling comprises obstacles that women in particular encounter throughout the course of their professional careers. The suspicion of an existing glass ceiling is not tied to a particular sector. The examples of divisions of the labour force that have been examined for a glass ceiling are numerous. Various authors have felt the urge to test it for the case of the representation of women in different fields, such as academia (Morley, 1994), law (Kay & Hagan, 1995), technology (Henwood, 2008), orchestra field (Jolls, 2002:3), and more. Approaches to test the glass ceiling have also been taken by means of comparing wage distributions between male and female employees of various sectors as a whole (Arulampalam, 2007). A glass ceiling can be determined by particular circumstances that comprise a variety of factors, not just gender. Baxter & Wright (2000) propose two criteria to determine whether a glass ceiling can be ascertained. The first is that the probability of women acquiring a higher managerial function decreases as they move up the hierarchy at their work, and the second is that this decreased probability in getting promoted is mostly based on “reinforced barriers” (Baxter & Wright, 2006:277). Statements about the existence of a glass ceiling in particular sectors of the labour market are subject to misinterpretation of gathered data (Baxter & Wright, 2006:289-290). This makes drawing conclusions on the existence of a glass ceiling a tricky thing to do, because there is a variety of factors at work that are not necessarily related to gender, such as education, personal choices, engagement in other activities etcetera.  

Women are often “marginalized workers organized into sex-segregated occupations” (Grazian, 2004:203). Sex segregation and gender inequalities have been uncovered in “managerial and administrative sectors of the music industry” (Rose, 1994b; as cited in Grazian, 2004:204). There is however a connection between sex segregation and gender discourses, which is that sex segregation is rooted in gender stereotypes (Heilman, 2001:671). Namely, men tend to occupy managerial positions because such positions are thought to require a certain “emotional toughness” (Heilman, 2001:659) that is typically ascribed to men. The undermining of women’s accomplishments (Heilman, 2001:664) might however also be a reason for this. In addition, when women prove they are competent to fulfill a position that is traditionally carried out by men, they are likely to be disliked as a sort of punishment for breaking the stereotype (Heilman, 2001:668-669). On the other hand, if a women demonstrate they can do a “man’s job” well, it can incite admiration (Helmond, 1998:36). Certain jobs require particular qualities, some of which may be androgynous—in the sense that they are not considered either male or female—and others that may be associated to gender (stereotypes). 

Many a research has been carried out pertaining to the issue of sex-segregation in which the concept of the glass ceiling is often put to the test. The glass ceiling metaphor literally refers to an “impermeable barrier that blocks the vertical mobility of women” in the workplace (Baxter & Wright, 2000:276). It is thus a notion that can be tested on a particular circumstance to research gender imbalances in employment, and is thus integrated in academic research as a hypothesis that, as for example applied by Baxter and Wright (2000), entails that it is more difficult for women to get promoted to higher positions, and also that the hindrances get greater as they move up the hierarchy  (Baxter & Wright, 2000:1). In other words, a glass ceiling stands for a barrier women encounter when moving up to higher functions in the labour force. 

In a study that investigates gender gaps in wages in 11 countries across Europe from 1995 to 2001, differences that were observed between men and women’s income are interpreted as a glass ceiling (Arulampalam et al., 2007:163). In The Netherlands (as well as in most other European countries), men constitute the majority of the labour force (Arulampalam et al., 2007:166) and the wage gap is bigger in the private sector in comparison to the public sector (Arulampalam et al., 2007:167). If there are wage differences between men and women who fulfill the same requirements in a country where anti-discrimination policies are part of the law, then this suggests there are other processes being at work that cause women to earn less than men. For women to earn less than men while fulfilling the same position presents an obstacle in professional forth movement.  Especially if the causes for earning less are not regarded as just, this might demotivate women to seek for positions that are mostly fulfilled by men. 

Morley’s research (1994), finds that women are less likely to get promoted and also that they earn less than men in the United Kingdom, suggesting the existence of a glass ceiling. Women who represent a minority in a particular work force are subject to “discrimination, performance pressures, and stereotyping due to their greater visibility and contrast with the majority” (Bagihole, 1993:263, as cited in Morley, 1994:195). This supports the notion proposed by McCarthy (2002) discussed earlier that the presence of women in a male-dominated industry is “gender significant.”  

The research by Baxter & Wright (2000) finds no evidence of a glass ceiling when researching women moving up the hierarchy in the work sphere, but the research by Kay & Hagan (1995) finds that female lawyers are in fact disadvantaged by sex segregation patterns. The research by Baxter & Wright (2000) is a comparative study in the U.S.A., Sweden and Australia in which no sufficient evidence is found to state that there is a systematic glass ceiling in these countries, although there is clearly a gender gap in leadership positions (with males constituting the majority). 

Examples of factors that may be influential to the extent to which women can progress in their careers as DJs are discipline (how hard are they willing to work to get to where they want to be), acquaintance with technology (how skilled are they in using the technology required to fulfill their job), and engagement in other activities (if women engage in other activities such as raising a family, then they might have less time available to progress in their work given they carry out activities not related to their job in times when they could potentially in fact be working).  Also, Kay & Hagan (1995) bring attention to the idea that the underrepresentation of women in a particular field may not be due to a glass ceiling, but may be rooted in their personal choices instead (Kay & Hagan 1995; Jolls, 2002:2), meaning that the women’s underrepresentation in the DJ industry could very well be explained by women’s general lack of interest in becoming DJs. Aiming to find whether it is an advantage or a disadvantage to be a woman in the DJ industry and how that is determined, this research investigates the extent to which there is a gender-related barrier (and if so, to what extent) that prevents female DJs from moving forward in their careers as DJ because of their gender, also paying particular attention to the role of attitudes they have on gender-related issues.
3.5 Gatekeepers

In a society where organization is typically hierarchical, there must be people in the structure who can be act as gatekeepers. Gatekeepers are people in organizations and/or institutions that control the influx and progress of people whose aim is to infiltrate them. Grazian (2004) states that “…institutionalized sexism is reinforced within spheres of production and distribution in which most of the influential gatekeeper roles are held by men” (2004:204). Grazian himself does not go in-depth on the topic of institutionalized sexism, but other research on institutional sexism has been carried out by Acker (1973), Anthony (1980), O’Reilly, (1984), Vaccaro (2009), and many more. The connection between gatekeepers and institutionalized sexism is that, if an industry is male-dominated, then sexism is likely to take place in the sense that men may be hindering women’s progress in that industry. What is important here though, is the idea of people fulfilling a position that can significantly influence the professional success of another, and that this position tends to be held by men, since, as stated before, men are more likely to have authoritative positions. For example, a female member of a rock band said in an interview that at the start of musical careers, the first people encountered in the industry are often men, who are not all too enthousiastic about showing women things (Bayton, 2006:354).

3.6 Role Models 

Another factor that explains the small number of women in the DJ industry is related to the small number of role models (i.e., successful female DJ’s) that women can identify with and follow (Farrugia, 2004:11). The research by Farrugia (2004) is a dissertation with a nature very similar to this very research. It covers the factors that influence women to become DJs and how they come to be involved in dominant discourses of cultural production (Farrugia, 2004:1). It would be too simplistic to say that people’s choices come from the single thought of following a role model’s footsteps because their choices are influenced by a combination of factors such as opportunities, access to resources, culture, skills, identity, and taste. However, “role modeling has been one of the most effective strategies for encouraging women to become DJs and it is more than likely that it will do the same for producing” (Farrugia, 2004:99-100). This could entail that the more female DJ role models there are, the more female DJs there will be. 
The small number of female DJs in The Netherlands is too striking to ignore, which is why the objective of this research is to explore female DJs’ opinions and feelings about being a woman in what is considered to be a man industry. The preceding discussion of concepts that are to be operationalized in this research give rise to many paramount questions. The main set of questions pertains to gender. It is first interesting to investigate how female DJs experienced musical gender practices in the education they enrolled in (if any) preceding their entrance to the DJ industry. Considering that some women have managed to enter male-dominated branches of the music industry by subverting to a “traditionally masculine… position” (Toynbee, 2006:343), if women are to do something that is considered to be masculine, must they take distance from their femininity? What qualities are required to be a DJ, and how do these qualities relate to gender stereotypes? Moreover, considering the gendered practices in technology that have been observed elsewhere, what is female DJs’ relationship with technology, and how technologically aware must these women be to do their job? And, keeping in mind that women have relatively less material resources available to them than men, how are materials such as turntables and other technological equipment that enables the activity of disc jockeying made available to female DJs? 

The concept of the glass ceiling is to be tested among female DJs through qualitative interviews, but this dissertation does not operationalize the notion in its methodology in the same way in which it is done in the literature discussed above. 

Approaches that have been taken to test the existence of a glass ceiling generally perceive rising up a hierarchy in the workplace as the act of moving up to a function that is different to the previous one. Rising up the hierarchy among DJs on the other hand, means becoming a DJ with a bigger name or status, and not acquiring a different position in the industry per se (although DJs who own an agency could be considered to be higher up the hierarchy). However, the same line of thought can be applied to both notions of a hierarchy, because in the end what is being sought for is the extent to which women cannot move up. There is moreover a problem of applying these criteria proposed by Baxter & Wright (2000) to DJs as a work force, because if DJs want to raise their position, this is then by getting a bigger name in the industry, and not necessarily by fulfilling managerial positions. However, organizations such as agencies, clubs, and event planners can be of service to DJs who can give female DJs opportunities to play at events do have a hierarchy. So, how do female DJs interact with hierarchical organizations in the DJ industry, and, how does this interaction influence their progress? Do men hold gatekeeper-like positions in the Dutch industry? And, what kind of obstacles do female DJs encounter in the Dutch DJing industry? Also, in regards to women’s relative vulnerability: what kind of threats are out there for female DJs, and, what measures do they take to ensure their personal safety when going to perform in gigs? This dissertation contributes to the existing literature on the glass ceiling in the following a ways: first, it applies a particular train of thought to a hierarchy that is different than the ones that has been dealt with so far. Second, rather than trying to find a glass ceiling based on wage comparisons, which may thus be influenced by factors other than gender such as productivity, years of experience and number of working hours, it attempts to find whether it exists based on the experiences of the women that might be subject to the glass ceiling that is being sought for in the Dutch DJ industry. It seems that personal experiences tend to be undermined in academic research (except in fields such as psychology and anthropology), because they are somehow regarded as less scientific, and biased. Although there is undeniable logic in this, in this particular study it is best to determine the favourability of a given phenomenon based on experiences rather than statistics. This traces back to the concept of attitude mentioned before. A glass ceiling does not exist in reality. It is not tangible, but rather an idea that can be tested, and experienced. It could be that what is at stake is a matter of optimism versus pessimism—what some people experience as a disadvantage could be experienced as an advantage by others. This raises other crucial questions. How is the favourability of constituting a gender minority in the DJ industry determined? How do female DJs’ experiences weigh against each other, and what does this say about the previous question? Could it be that female DJs are perhaps not so concerned with gender issues at all, and that this research has been mislead to test the glass ceiling in the DJ industry just because it has received so much attention in academia?  And, are gender related problems not perhaps being made seem bigger than they are by giving them so much attention? Moreover, how are female DJs influenced by role models, and, how have men with whom female DJs have or have had relationships with influence their career trajectories as DJs? 

This research assumes that female disc jockeys’ personal experience of interaction with music differs per individual, and an analytical comparison of the results of various interviews with female disc jockeys based in The Netherlands will test this assumption.

4. Methodology

This research aims to investigate female DJs’ experiences in the male-dominated Dutch DJ industry by means of the qualitative interview, in which gendered practices are explored. In relation to gendered discourses, it tests the glass ceiling hypothesis in the DJ industry, and seeks to find the ways in which female disc jockeys deal with representing a gender minority in the industry in order to determine the (in)favourability of being a gender minority. Previous research that has tested the hypothesis of the glass ceiling has primarily done so by comparing wages between men and women, (attempting to) explain the underrepresentation of women in the labour force, and exploring ways in which women are hindered in their professional progress for gender-related causes. This research tests the glass ceiling by exploring female DJs career trajectories, investigating the obstacles they encountered in the light of gendered practices in the music industry. Approaching a topic that is so charged by the production of meaning in society and experience can be tricky. Particularly when setting up a research design, several plausible problems need to be considered. The first problem concerns choosing a research method that best suits the problem in question. Whereas a quantitative approach could result in some useful statistics about the DJ population (for example to investigate wage distributions, number of gigs played—factors that can be numerically measured), a qualitative approach is more appropriate in order to find the ways in which female disc jockeys experience the glass ceiling. However, because personal experiences may differ, collective similarities in interview results do not mean that they are generalizable to the entire Dutch female DJ population. 

The best way to explore female DJs’ experiences in the industry and how they deal with constituting a gender minority in the industry is to ask them personally. This dissertation presents a phenomenological research, as it aims to uncover the shared experience of one same phenomenon—being a woman in the DJ industry. That is why the qualitative interview research method is adopted to gather data that will help to answer the thesis question: How do female DJs experience being a gender minority in the Dutch DJ industry?

The Qualitative Interview

To start off, the nature of qualitative research is different from the nature of quantitative research primarily in that qualitative research focuses on developing an understanding of the production of meaning in human conduct, while quantitative research measures quantity, not quality. 

Interviews can be carried out according to different models, which produce different kind of information (Bernard, 2006:211). Qualitative interviewing can be done according to unstructured, semi-structured, or open models. The semi-structured qualitative interview is the most appropriate method to explore female disc jockeys’ experiences. “A semi-structured interview is open-ended, but follows a general script and covers a list of topics” (Bernard, 2006:210) that are set out in an interview guide. The qualitative interview approach adopted in this research is somewhat of a hybrid between the semi-structured interview and the structured interview. The structure of the interview guide is set up in in a way in which a plot story can be constructed that reflects a chronological narrative of female DJs’ career trajectories. 

Previous research pertaining to gendered practices in the music industry has adopted the qualitative interview for similar goals, such as some of the literature previously discussed pertaining to the presence of women in rock, and other dissertations concerning disc jockeys. 

When working with samples of people, some argue that interpretations of the results of qualitative research are only applicable to the case study to which they are applied, under the research circumstances; while other argue that the results can at times be generalized to other cases (Flyvbjerg, 2006). 

The second problem that needs to be considered is related to the way in which multiple factors such as education, sexuality, access to means, and culture need to be integrated when exploring female DJ’s career trajectories. To ensure all these factors are addressed, a structured interview guide (see Appendix 1) is developed. The collection of experiences shared by respondents during interviews aid to construct an image of gendered discourses in the disc jockeying scene in Rotterdam. 

The factor of sexuality that is addressed as a plausible factor that influences women’s choices to become DJs is difficult to verify. First, it is a personal topic, which DJs might not be willing to touch during interviews. Second, even if they did, it is almost impossible to prove that sexuality is a leading influence in making career choices, so that only a correlation can be observed but no causal relationship. Third, it is also possible that certain expressions of sexuality are merely strategies to fit in the male-dominated scene. For these reasons, the topic of sexuality is not operationalized in this research, but it comes up as an emerging finding during interviews as it is brought up by some female DJs themselves. Because misleading deductions can easily be argued for, the collected data needs to be treated with precaution when using it to draw conclusions. That’s why this research does not pretend to draw final conclusions on gendered practices in music, but aims to generate a reliable report of women’s experiences in the (male-dominated) Dutch DJ industry. Gendered discourses in the music industry consist of a collection of produced meanings that can best be investigated by interviewing particular agents who produce them and reproduce them. Making sense of the results, will develop a contribution to the production of meaning pertaining to gendered practices. 

 
Interactions between interviewer and respondent during interviews generate a collective production of knowledge (Holstein & Gubrium, 1995:106), on which narrative analysis can be conducted in order to interpret that produced knowledge (Holstein & Gubrium, 1995:107). 

The literature selected covers several concepts that are operationalized in this research in order to answer the main thesis question. These concepts are: gender, gender discourses, gendered practices, the glass ceiling hypothesis, technology, attitude, and role models. By exploring each of these concepts, a vivid image can be generated of female DJs’ experiences in the Dutch DJ industry. The theoretical framework serves as a yardstick to develop an interview guide according to the qualitative interview research method. While existing research has tested the glass ceiling hypothesis by means of wage comparisons between men and women, this research did not address wages in particular in the data gathering process, because DJs get paid per gig, which differs per organization and event. It is, although possible, beyond the scope of this research to carry out a wage comparison, because this research does not address male DJs, with the exception of Maarten (From SheMale). 

To operationalize the concepts dealt with in the theoretical framework of this research, the interview guide is thus schematized in themes: education and career trajectory, relationship to technology, obstacles and opportunities, qualities, gender practices (the Dutch DJ industry as experienced by female DJS), engagement in other activities, and future prospects. The interview guide used in this research consists of 58 questions, which are placed under their corresponding themes. These themes directly reflect the concepts reviewed in the previous chapter, and the thematically coded guide is of great value to structure the process of gathering data. 

Data-gathering procedures

The website www.DJguide.nl provides a list all DJs who are well-known in The Netherlands. Some of these DJs are based in other countries. Since this research is confined within the boundaries of the DJ industry in The Netherlands, only the DJs who are based in The Netherlands were selected from this website. Out of the 4,464 DJs that are listed on www.DJguide.nl, 2,784 are Dutch. Of the 4,464 DJs, 166 are women, of which 110 are Dutch. It must be noted that the disc jockeying scene is more underground than the pop music industry, so that there are probably many more DJs in The Netherlands (and the world) than are listed on DJguide.nl. 

Some of the DJs listed had links to websites or social network profile sites that posted contact information, and these are the DJs who were approached by means of an e-mail or Facebook message. The template e-mail/Facebook message that was sent to female was written in Dutch, which is more familiar to female DJs than English. 10 interviews were carried out with female DJs from 25th April 2012 to 22nd May 2012 in various cities in The Netherlands (see Table 1.1), and two were done on Skype. Six of the interviews were carried out in English, but some DJs preferred to do it in Dutch (anonymous, SheMale DJ duo, DJ Miss Sunrise, and DJ Miss Melera). These interviews were later translated to English.  
Table 1.1

	Female DJs who were interviewed
	Location Interview

	DJ Lady Ace (Audrey Clarke)
	Amsterdam, Wester Unie

	DJ Miss Wendy
	Purmerend, Café Pure

	Anonymous DJ
	Tilburg, Café Havana

	DJ Eva Maria
	Amsterdam, Chinese restaurant

	DJ Lady Lago (Claudia Lago C.)
	Den Bosch, café

	DJ Miss Merelyn (Merilyn Ursem)
	Lelystad, Batavia Haven (her home)

	DJ Miss Jamore (Jara van Kesteren)
	Rotterdam, Café Dudok

	DJ Miss Sunrise (Saskia van Koning)
	Rotterdam, Heemraadssingel (my home)

	DJ Miss Melera (Kim)
	Skype

	SheMale DJ duo (Maarten & Tahnee)
	Skype

	DJ Miss Phoenix (Sandra Huisman)
	answerered question list


After carrying out the interviews, the results of all the DJs were put together and they were categorized according to the themes dealt with during interviews, in order to generate a collective narrative of female DJ’s experiences in the Dutch DJ industry.“Writing up findings from interview data is itself an analytically active enterprise” (Holstein & Gubrium, 1995:119). This research unscrambles qualitative data by interpreting the stories told by the respondents, and working out “how the themes are related to one another and how characteristics of the speaker or speakers account for the existence of certain themes and the absence of others” (Bernard, 2006:451). The (qualitative) data gathered from the interviews is analysed in the light of the selected literature. 

Interviews were all done one-on-one, except the one with DJ duo SheMale (Tahnee and Maarten). Although it was valuable to interview a female DJ that provides a different kind of performance than the other DJs by DJing in a duo, as well as it was valuable to hear about a male’s perspective (the other member of the DJ duo is male). The experience of this interview confirms Holstein & Gubrium’s remark that interviews should “ideally be conducted in private” (1995:110), because Tahnee’s answers seem to be influenced by Maarten, who answered a lot of the questions that were initially directed to Tahnee. It ought to be mentioned that the female DJs who were interviewed in this research were enthusiastic about participating in interviews, and the way in which they opened up about their experiences was surprising, as many of them spontaneously shared very personal experiences. While it can be considered positive for DJs to share a lot, interviews could have been conducted more restrictively. This can be considered a flaw of the qualitative research method as applied in is dissertation. Namely, too many topics were addressed during interviews, which lead to an overload of information that was not all incorporated in the data analysis required to answer the main thesis question. However, respondents sometimes share particular stories to set the context of the answer to the being question posed, as some information cannot always given straightforwardly. In other words, a contextual story is often necessary for them to make their point clear.  

5. Results

The concepts of gender, gender discourses, gendered practices, the glass ceiling hypothesis, technology, attitude, and role models that were to be explored were integrated in the interview guide, which was generated according to the female DJs chronological experiences. First, experiences of education are dealt with, followed with how they entered the disc jockeying scene. Second, female DJs were asked to report on their affinity with technology, as well as what they perceived to be important qualities to have as DJs, in order to discern how they relate to gender stereotypes. Third, their experiences as women in particular were addressed, focusing on how they interacted with agents in the industry and most importantly the kind of obstacles they encountered, again also exploring whether (and if so, how) they were related to their female gender (from their perspective). The fourth category of this section presents an emerging finding of this research, namely, sexuality. Fifth, a report on female DJs’ accounts on the role models they had (or had not) is presented. Last but not least, because female DJs extensively shared their experiences in the industry, a fourth category emerged in which statements on trends and changes in the industry are made that are complementary to the chapter covering the DJ industry in The Netherlands dealt with in an earlier stage of this dissertation.

5.1 Education & Entering the Scene

All the DJs interviewed are above 22 years old, and while some of them are still in their twenties, others have passed their thirties. Moreover, they have been in the scene for different amounts of time, ranging from half a year (Anonymous DJ) to 18 years (DJ Miss Wendy). Some of the female disc jockeys enrolled in musical education when they were younger, for example taking piano, violin, guitar, bass or singing lessons. This was however only the case for 4 DJs, but all the DJs expressed great passion for musical practices. One DJ, Miss Merelyn, was a GoGo dancer when she was 19 years-old, and after an accident, she could no longer be a dancer and started her own dancing agency, which placed her in the right scene. 

All the DJs entered the scene through men: 7 out of 10 had boyfriends who were DJs. Others either met DJs that linked them to the scene at parties (because they allowed them to take over the DJ Booth on the spot) or had friends who were male DJs. Some of them had to make a bigger effort by searching for venues where they could play, such as was the case for DJ Lady Lago, who searched for places in Den Bosch (and found one), or DJ Miss Wendy, who started doing decorations at parties to enter the scene. None of the DJs enrolled in official training to become a DJ, except for DJ Miss Wendy, who enrolled in the Sound and Audio Engineering (SAE) study in Amsterdam, but she did this some time after she had already learnt how to DJ, stating that there were more male than female students, but that it was not a problem for her nor was she concerned with gendered practices in education at the time. For the women in this research, the practice of DJing mostly started as something fun to learn, and none of them had ever really previously aspired to become DJs—it just happened that way. Women at times are not taken seriously in the beginning, but once they prove they can do it, their future as DJs can be quite promising. Although mostly men fulfill the positions of people in the industry that could help [female] DJs progress in their, they do not keep the gates shut for women. Barriers that female DJs encounter in their trajectories are thus not necessarily gender related. Based on DJs’ accounts, besides having the right connections, progress and success depend on DJs’ personalities, the music they play, where they are seen playing and the extent to which event organizers like their overall presence and performance. 
Female DJs learnt to DJ by getting the basics of how to use turntables taught to them by a DJ, and after that they taught themselves by practicing a lot and using tips from YouTube videos and other people (usually DJs) here and there. All of them liked the practice of DJing as soon as they became acquainted with it. For instance, DJ Eva Maria said that when she was at a party in Amsterdam when she was 21 years-old, “…I thought maybe DJing is like having a party with the music you like.” 

In most of the cases, DJs bought turntables themselves to practice, or their family financially supported their purchase, and some of them had friends who owned turntables on which they could practice. Equipment is also made available to DJs at studios. None of them plan to stop DJing at the moment, although they do wonder until what age women can stand behind a DJ booth at a party and still be cool. Some of them have a back up plan in case the DJing doesn’t turn out well, because they enrolled in education programs such as Bachelor in Company Economics and Master in Market Management at the University of Tilburg, International Business, Image and Media Design In Hilversum and master in European Media, Interior Advising and fashion at the Art Academy Hotel & Tourism, Recruitment and Credit Management in Law, and Musical Sciences at the University of Amsterdam 

Gendered practices in the DJ industry are manifested from the moment of entrance in the scene:  “It’s easy to get into this industry if you’re a girl and do your thing.” (DJ Miss Jamore). DJ Eva Maria adds: “… girls are not elbowing their way into the scene as much as boys do…girls have more of a connection with each other…especially when I played more abroad than in Holland they always thought yeah OK you’re f***ing your way up to the top…” 
Getting booked is a matter of being seen, and having the right connections. As Maarten (the male DJ from SheMale) said: “…you need to know people, I’m sure there’s 30,000 people who want to be DJs in The Netherlands, you also need a little bit of luck…it’s quite hard in the beginning, you need a lot of patience.” Getting booked for gigs that do not match the music genre of the respective DJs can be bad for their name. A number of DJs agree that it is important to distinguish a unique style. 

5.2 Affinity with Technology & Qualities to DJ

All the female DJs learnt to use the technology required to DJ without much difficulty. They learnt the basis from other DJs, and the rest by practicing a lot. They find turntables simple to use, and this must be true considering the fact that most of them learnt the basis in just one class. DJ Eva Maria uses a metaphor of driving a car to explain her relationship to the technology used for DJing: “…the thing you have to learn best, is how you translate it into performing for an audience, and for me it’s like driving lessons, you need to learn how to use it in the traffic and it’s not the technical part that will make the difference, it’s how you use it.” 
All the female DJs who were interviewed know how to mix on CD players, as well as on USB sticks. Complex technological knowledge is not required to DJ, but needless to say, knowing how to use the equipment is a must, and it is better to know how to use it all: “You are going to be better if you spin with vinyl at home and you go to the club with USB.” (DJ Miss Jamore). Learning how to use all the different equipment is important for DJs, because then they can always get their job done regardless of the equipment available, and also if any of the equipment unfortunately happens to malfunction they are then capable of DJing on another type of equipment. With the exception of two DJs who expressed having been interested in technology as children (for example, one enjoyed deconstructing radios, and the other one was the member of the family who would get asked to fix technical things around the house), female DJs generally don’t express particular passion for technology but passion for music. They see technological equipment as a tool that makes DJing possible, and do not find it particularly difficult to use it. DJ Duo SheMale (Maarten & Tahnee) is however more occupied with the newest developments in technology, and it’s the female member who is more acquainted with technology:

 “…we’re also looking at how we can use other MIDI controllers, more equipment, to make it more special to stand out from the rest more…Tahnee is very much of the technical, like producing, remixing songs, I don’t really have that so I want to learn it from her. We split roles, I’m fanatic about talking with people…” Maarten (SheMale)
According to the DJs, there are usually people around in the industry such as other DJs and technicians at gigs who are willing to help out in giving tips and explain technology to female DJs, and these people are usually “…men because they sometimes have more knowledge of the equipment” (DJ Lady Ace, 34 years-old) 

DJ Miss Melera thinks that the technology is “keeping girls away” from DJing, stating that they perhaps “…do like it,  but want someone else to do it for them…maybe women think more difficultly about it then men, maybe men are more practical.” DJ Miss Jamore, adds that:  “there are a lot of female DJs who let other people make the music for them so they can become famous with tracks they didn’t make”

All the DJs except for one agree that technology is more related to men than to women, except DJ Miss Merelyn who doesn’t think there is a gender gap in the use of technology. None of them could think of a really good reason for why this is, generally stating that it’s because it’s been that way since the past, and that it’s in men’s nature to be more interested in it in the same way that they are generally more interested in football than women are, but none could give a grounded reason for why this is the case. Some female DJs stated that men were “handier” with technology as opposed to women, who saw more difficulties in approaching it. 

When discussing qualities that are important to have as a DJ, “interacting with the audience,” was said by all the DJs, as well as having a good music selection, and getting the beat matching right. Other important qualities are having a unique style, the ability to play well, physical appearances (which, according to an anonymous DJ, are more important for female DJs than for male DJs), and creativity. Moreover, having passion, ambition, perseverance, and discipline to practice a lot are also a must. 

During performances, DJ Lady Ace says you need to “have one foot on the dance floor and one foot in the DJ booth.” DJ Miss Sunrise thinks that DJs should “not be too busy with the DJ booth but really with the audience,” but not all the DJs are equally comfortable when it comes to interacting with the audience. For example, although DJ Eva Maria recognizes the importance of interacting with the public, she feels she is not very good at that, but she does watch the audience, with whom she has a “more subtle connection” with. She is aware that her relatively passive interaction with the audience makes people think she’s bored, but she’s just really into the music, and tries to get to the audience by surprising them with her music in a way.

An example of how to stand out is illustrated by DJ Duo SheMale (Maarten & Tahnee):

“… we are a guy and a girl…I am 2 meters tall, and Tahnee is 1.60. I’m white, she’s got a colour…,and we thought: OK, they are very over the top…gay and with fashion, and so we have to stay out of that, because it’s already there, so you have to look at where there’s hole in the market.” (Maarten). 
5.3 Gender

Respondents were asked to reflect on their experience of gender equality in the DJ industry, starting from their experience in their musical education and training. For example, DJ Lady Lago says that her father always wanted a son, and that while growing up she used to get boys’ toys more often than she got Barbie dolls, making her more familiar with using “masculine” gadgetry.  
Since most of the DJs did not attend formal musical training, experiences of gender in education were only addressed in interviews with the DJs that did enroll in some kind of musical training. One DJ (anonymous), attended a classic music school to take violin classes, where there were more girls, because violin is “considered to be more of a feminine instrument.” DJ Miss Wendy attended the Sound and Audio Engineering Institute in Amsterdam (after she had already started DJing), and said there were mostly guys studying there. 

All female DJs agreed that the DJ industry is a “man’s industry,” but the growing presence of women in the DJ industry, inevitably lead to gendered practices. An extract from a dialogue that emerged during an interview with DJ duo SheMale introduces the gender discourse well: 

Tahnee: “I’ve had it before when I’m DJing that men [in the business] try to be more approachable to me than to Maarten. I’ve noticed that it’s not with everyone, it doesn’t happen that often, but it does happen

Maarten: Men see women less as competition

Tahnee: That could be

Maarten: That’s why you’re approachable, they like it if a woman is standing there.

Aldona: Is it an advantage?

Tahnee: Absolutely

Aldona: Does it fall outside of the female stereotype to be a female DJ?

Tahnee: Yeah but I think that’s changing

Aldona: Why?

Tahnee: Because you see it more often so it becomes normal” 

During interviews, female DJs opened up a lot about how they felt about being women in a man’s industry, so luckily, the compilation of experiences create a vivid picture of the gender scenario in the industry as experienced by female DJs. 

DJ Miss Merelyn, who owns her own dance agency (Xtended Entertainment), says that women are more likely to get booked because “that’s hot...as a woman you get booked anyway.” Female DJs think that women are generally better in interacting with the audience than men; and in regards to how they play their sets, it is stated that women “have more sex in their sets” (DJ Eva Maria), and that“girls pay more attention to detail in the music.” DJ Miss Jamore

Although it may at first sight seem like an advantage to get booked for the single fact of being female, the downside is getting booked to play for gigs that do not correspond to female DJs’ individual music genre, which could potentially result in bad fame, because they do not want to be identified with other styles than their own, but this also applies to men.

How women look, how they play, and what they strategically do to progress in the industry works to the advantage of female DJs—apparently to a greater extent than it does for men, because, according to DJ Miss Sunrise, women are better in talking with people from organizations then men. Furthermore, female DJs seem to enjoy being in the middle of a man’s industry, in fact some of them prefer it that way.

Female DJ’s do not think that women are having a hard time in the industry because they are women. How far they get depends on their drive. Having a boyfriend to play with is a plus. The fact that the majority of the DJs in this research entered the scene that way proves this point. The barriers are not so much regarding what gender DJs have, but which people they know, and most importantly whether those people like them or not. The majority of the DJs talk about the importance of having good connections and knowing the right people in an industry in which nepotism is a strong leverage. Female DJs do not feel inferior to men—only in the beginning many state that women are not taken all too seriously until they can prove that they can play well, but this is because there are a lot of girls who try to become DJs with their looks but cannot actually play well, so it is only valid for them to have to prove they can play well. To check whether she was being liked for her music, and not her looks, DJ Lady Lago used to wear a cap and dress almost like a boy, until a photographer told her to be more feminine; and after she did that, she started getting more gigs. 

All the DJs see more advantages than disadvantages in being a female in the DJ industry, because being a gender minority increases the chances of female DJs getting booked since they stand out more, which helps them to break through. None of them feel being a woman in the industry is necessarily a problem, in fact many of them think it doesn’t matter—it’s about what they do, not about being male or female. 

According to female DJs, both men and women like female DJs because men on the one hand think it’s “hot” (DJ Lady Lago, DJ Miss Merelyn), and women on the other hand are happy to finally see a girl behind the DJ booth, gaining the audience’s full attention. However, not all DJs share the same opinions regarding gendered practices in the industry. The situation seems to be more complex than meets the eye: “…when you’re a man and you’re successful it’s because you’re good, and when you’re a girl and you’re successful it’s never because you’re good in the first place, it’s always because you’re a girl” (DJ Eva Maria)

There are also disadvantages and pitfalls, particularly in regards to becoming intimate with men in the industry, as it can lead to disappointments. According to some DJs, it’s important to know whether a man in the industry wants to help you for what you do, or because he wants something more; and that sometimes they no longer want to help women who reject their sexual advances. Getting involved in a relationship with a booker could lead to disappointments. At the same time, it appears that men are more likely to help women than they are likely to help other men. As has been mentioned before, men see women as less competition, so it presents a plausible reason to why men are more willing to help women. 

Another gender-related barrier that has lowered since DJing is done on CD players or USB rather than Vinyl’s, is that it is not as heavy for women to carry around their records to gigs. At the sight of carrying so much stuff, women tend to get demotivated and walk away from the idea of DJing. 

Some DJs are not so moved when discussing gender issues in the industry. They feel it doesn’t matter whether you’re a man or a woman in the industry; what matters is how you play and perform (DJ Miss Wendy, DJ Miss Melera, and Tahnee stressed this the most). 

When discussing gendered practices, the interactions among women and their perceptions of each other should also be considered. For example, Lady Ace emphasized the importance of helping other people many times during the interview. She helps other DJs (male and female) by teaching them how to DJ, networking for them, and being willing to help them in whatever way she can. For example, when she had to DJ in Bodrum (Turkey), she gave a girlfriend of hers the opportunity to join her performance and MC—she did, and soon after her friend got booked to MC with Fedde Le Grande and other DJs. It is not being insinuated here that the other female DJs do not help others; it is just that DJ Lady Ace explicitly said she did multiple times throughout the interview, expressing a passionate interest for sharing knowledge with other DJs that is worth mentioning. DJ Miss Melera also mentioned helping fellow DJs by calling out their names when switching sets and letting people know where their music can be found. Generally, female DJs consider the industry to be competitive, and yet they make an effort to help others become more successful. 

Female DJs have varying views on other female DJs. Female DJs generally appreciate each others’ presence in the industry, and most of them felt inspired the first time they saw a woman behind a DJ booth. Most of them are positive about each other—but some more than others. DJ Miss Wendy is enthousiastic about getting together with other female DJs and is even organizing an only-female DJ event. DJ Eva Maria also mentions that girls are happier for each others’ success than men would be. Some DJs are not necessarily negative, but they feel that other female DJs’ friendliness is hypocritical.
Other DJs also express certain skepticism regarding some things other female DJs do: “…my God does she really have to DJ topless?...if she gets her gigs like that, then yeah I give her good luck” (DJ Lady Ace). DJ Miss Jamore adds that “there are a lot of female DJs who…are not passionate about music, they only spin music cause they look nice and they can make money…but I don’t say everyone, cause I don’t wanna take my own female DJ’s down…‘cause they are really good.”

When it comes to performing with other DJs, Lady Ace (although she at the moment is DJing and producing with her male partner), says that sometimes DJing with a female is “better than DJing with a man, because a man is like “I’m taking over, and I’m a man”, they can do like that, and…girls…go a little bit deeper into the person” 

When addressing the underrepresentation of female DJs in the industry, the reasons that were given more often were regarding the way DJing is related to technology and that women are perhaps not so interested in that, but none of the DJs were too convinced of that, except for Tahnee from DJ duo SheMale, who thought there would definitely be more female DJs if women were more interested in technology. Another reason suggested by DJ Lady Lago, is that there are many female DJs out there who cannot play well and are trying to become DJs with their good looks. While some DJs are enthusiastic about the idea of more female DJs coming up, one DJ who prefers to remain anonymous is not, because more female DJs means more competition. In addition, a reason given by Maarten (the male member of SheMale DJ duo) for the fact that the biggest names in the Dutch DJ industry do not belong to women is that female DJs haven’t been in the scene as long as men have, and he predicted more female DJs to enter the scene—to which Tahnee, the other member of the duo, disagreed. Surprisingly, female DJs did not have much to report regarding gender stereotypes. However, among the qualities perceived to be valuable to have as DJs, the one pertaining the networking and interacting with the audience match the female stereotype of being communal, while the ones about knowing how to use the equipment well (although they consider it fairly easy) and choosing the right songs are related to the male stereotype of fine acquaintance with technology and being agentic (in other words, being decisive). 

Barriers & Opportunities

Female DJs’ experiences regarding the barriers they encounter throughout their career trajectories form the basis of the data used to determine whether there is a glass ceiling for female DJs in the Netherlands.  None of the DJs report having come across any major obstacles in their career trajectories that impeded them from progressing. However, they share some experiences that are not necessarily favourable. The majority of the DJs state that there is a lot of nepotism (meaning that people are more likely to help friends and acquaintances before others) in the DJ industry, and progress in the scene most often takes place through connections with the “right” people at the right time, and the factor of luck is also mentioned. Nepotism not particular to the DJ industry—everybody can agree that people tend to help out their friends before others. It is not necessarily a barrier, but it does entail that some DJs are not being given equal opportunities. None of the DJs say that they wish there was no nepotism, they agree that it is normal to help friends first—they would do it too, so they deal with it by adopting a positive attitude and making an effort to network with people who can potentially help them out. While connections are key, there is another side to the coin: “it’s also a lonely business sometimes” (DJ Lady Ace), which is why she is now DJing and producing with her partner. 

The gatekeepers in the industry are those who can give DJs a chance to get a gig: bookers, club owners, event organizers, agencies, or anyone who can link them to these people. According to the DJs, mostly men have positions as bookers, organizers, and club owners. When discussing why this might be so, Maarten (SheMale) says:  

“I think the characteristics of a man is that he is ambitious, and has more self-confidence… most men have this coolness about them what women typically don’t have in their way of dealing with things, and you see that in how people communicate when a woman organizes a party or a man organizes a party you need a coolness women are more emotional and its more difficult to get along with women.” (Maarten, SheMale)

The experiences of female DJ’s regarding gatekeepers are in line with each other in several aspects. First, while they agree that these positions are mostly fulfilled by men, they bring to attention that they may also be fulfilled by women, including leadership positions—take for instance the example of ID&T’s (a leading event organizing enterprise in The Netherlands) booker being a woman brought up by DJ Lady Ace, who adds: “…if a woman is like tough and strong, and… can handle the man’s world, then they can get very quick work done….”
Even though most gatekeepers are men, none of the DJs felt they were particularly shut out. DJ Lady Ace, who anno 2012 is still DJing often and even abroad, and now also producing with her partner, has been in the scene for longer than 15 years. She says that men are more likely to book men, but that especially in the mid nineties it was:  “…interesting to book…the guys that would have like a company, a label, and they would make tracks and they had a PR and a management system around them,” because they seemed to present a more complete package. The DJs don’t experience the fact that men fulfill most gatekeeper roles as a major problem, but a challenge worth the take:  “…you need to prove yourself first, and then you get the respect from the guys and then they say I am going to help you out.” (DJ Miss Jamore). "In the beginning, girls are generally not taken very seriously, but when they prove they can play, it all goes easier from there” (DJ Lady Lago). 

An emerging finding in this research is that female DJs’ experiences with working with agencies are polarized: some are very satisfied, and other have been disappointed and let down by their agencies so many times that they have decided not to work with agencies any longer. For example, DJ Eva Maria found out her agency had been keeping bookings from her. She worked with three agencies in total, and due to experiencing continuous disappointment, she decided to go her own way and arrange her bookings herself without the support of an agency—because she did not feel they were supporting her atall: “They didn’t believe in what I did…it’s of the most pure industry and you have to be aware of it.” This was however the only real negative account of experiences with agencies reported by the interviewees, besides one of the DJs mentioning that one time, things went wrong after getting personally involved with her booker. It must be said that that was not the only reason why she had problems with that particular bookings agency—she mentioned that they weren’t doing good business. DJ Miss Sunrise did not have any bad experiences with agencies, but she particularly does not want to work with an agency because she thinks the prices are too high, which means less bookings because various other DJs also reported that some clubs and event organizers always want to pay as little as possible—and that there are a lot of other DJs out there who are willing to play for a low price or even for free. DJ Miss Sunrise also says: “…at the moment there are so many agencies that say a lot but nothing actually happens.” However, most female DJs are generally happy with their agency. Some DJs prefer working with an agency, others do not. While some women prefer to arrange their business themselves, Tahnee (SheMale for example) feels the lack of a manager is holding her back from moving forward a bit (but she is also the only DJ in this research who is doing a university study and an internship next to DJing, so it is obvious that a manager could take care of a lot of things for her which she at the moment does not have time for). 
Furthermore, none of the DJs reported having ever felt discriminated against, or denied an opportunity because of their gender. In fact, statements were made in an opposite direction, suggesting that it is not necessary (although fun) to have female-only gigs: “I think it’s discrimination for only having a females area, because we’re not better or worse than a guy…we’re just DJs.” (DJ Miss Merelyn)

Taking the importance of having good connections in the industry into consideration, it is important for DJs to network, because networking increases the number of connections they have with people who can favour their progress in the industry. Various female DJs explicitly express this: “…I get very interesting gigs too, by just by talking to people… so networking is important” (DJ Miss Merelyn), and: “networking is important.” (DJ Lady Lago)

When interacting with other people in the DJ industry, attitude is perceived to be very important: “there are also DJS, producers who have a lot of tracks, a lot of talent but are never going to go anywhere ‘cause their attitude is really too big for people…when you don’t have an attitude, it’s gonna be OK with you.”(DJ Miss Jamore). 

The ways in which female DJs network varies: while some of them make an effort to talk to club owners and event organizers, others prefer to leave that to their agency. They all engage in networking through new media—they all have Facebook pages, and some of them also e-mail their mixes around to organizations, so that networking may take place live, or online. Among the interviewees, one DJ had an exceptional opinion on the extent to which female DJs should try to contact organizations: 

“…you don’t need to force things, don’t go out and make contact with people…they don’t know you…they didn’t ask you…no, don’t make contact with them, they will…if you are good, people will talk about you, if they love what you do, other people will make promotion for you…” Miss Merelyn

The biggest barriers are not getting booked and competition, but most DJs do not want to refer to these barriers as “obstacles,” but rather as a part of the game that has to be dealt with, or challenges. Some other challenges mentioned pertain to reading and audience and being able to play the kind of music they want just by being receptive of their reactions to the music and the DJ’s performance. This is however not a barrier, it is just a part of the job—and male DJ’s have to deal with it too. 

It is common for DJs to get offers for very little or no money, because there are a lot of DJs out there who want to do it for free, and organizations take advantage of this. The availability of other DJs willing to DJ for free could be seen as a barrier for DJs, but on the other hand, there seem to always be other, better-paying, alternative gigs. When looking at line-ups for events, out of all the DJs there is usually only one female on the list. Two DJs give different reasons for this. While according to DJ Miss Merelyn it is a strategy to have something exclusive, Maarten (SheMale) argues that it is that way because that reflects the male to female ratio of DJs in reality.

Female DJs’ accounts on their career trajectory experiences are more positive than they are negative. None of them feel they are being held back by anything or anyone. Although it was stated that to play on an international level, DJs had to break through on a national level first, DJ Eva Maria was the exception to the case, because she was playing in Berlin (Germany) and got a name there before she did in The Netherlands. Most of the other DJs have also played abroad, but it was because they had already gotten a bigger name in The Netherlands. Female DJs have been invited to play in many places across the world, such as Tunisia (DJ Lady Lago), Germany (Eva Maria, Miss Melera), Dubai (DJ Miss Merelyn), India (DJ Miss Jamore), China (DJ Lady Ace), USA (DJ Lady Ace), Indonesia (DJ Lady Ace), Norway (SheMale), Bulgaria (DJ Miss Wendy), Belgium (DJ Miss Sunrise), Switzerland (DJ Miss Melera), and Morrocco (Anonymous DJ). 

Dutch DJs have earned a very good reputation internationally, and this is manifested in the way they are often treated as celebrities by receiving organizations when they play abroad. However, although female DJs enjoy the adventure of going abroad for a gig, DJ Miss Jamore’s personal account of travelling to India alone for an assignment points to the dangers female DJs can face if they don’t take sufficient precaution. 

“… I had to spin for a company who was not afraid to break the contract…girls need to be aware for bad companies inside other countries…they put me in cars without seatbelts on, and yeah a girl of my agency was raped by a taxi driver…I got a disease... they weren’t giving me good health care…they said you go on stage and I said I can’t go on stage…next time I will probably take someone with me, a guy, cause girls are nothing inside Asia.” DJ Miss Jamore

The only other account that could be categorized as negative regarding female DJ’s experiences abroad is DJ Eva Maria’s, who did not feel completely comfortable in the scene in Moscow (Russia): 

“…I had the idea that some kind of maffioso situation so these guys are …you just know that it’s not really…you shouldn’t get in trouble with them, so you know I just get my money and I play and afterwards I just go away.” DJ Eva Maria

For the rest, female DJs do not feel threatened by dangers regarding personal safety when going to venues or abroad for gigs. Most of them do go with friends or people from their agency to their gigs, but this is more because they think it is fun, and not because it is necessary for their personal safety. The risks female DJs run when going to gigs are the same risks females run when they go out to party. However, some of them do state that they feel uncomfortable when men make advances at them in nightclubs, and this happens less often when men accompany them. Although The Netherlands is a relatively safe country, DJ Miss Jamore advises female DJs to take someone with them if they do not know the organization they will be working for, because some places can be a bit scary. 

5.4 Sexuality

An emerging finding in this research is that women’s sexuality seems to be connected to their choices in becoming DJs—a profession that is generally fulfilled by men. The topic of sexuality was not particularly addressed during interviews, but it was brought up by some of the female DJs themselves:

“Actually a lot of girl DJs are lesbians, I noticed. They are more like men. Personally I know 4, 5 DJs and 3 of them they are lesbian, yeah. There’s a link that they are manlier.” DJ Lady Lago 
The second time the topic of sexuality came up, was during the interview with Tahnee and Maarten from the SheMale DJ duo, who already at the start said they were both homosexual. Maarten says, half jokingly, that interactions among female DJs are particularly positive among lesbian female DJs, to which follow-up questions could not be dismissed. According to one of the DJs, about a quarter of female DJs in Amsterdam are lesbians, and Tahnee thinks that it is because lesbians love technology. 

DJ Miss Wendy also mentions that, especially in the beginning when the DJ scene was considered very “underground,” female DJs were more masculine and/or homosexual. 
5.5 Role Models

When addressing the influence of role models, some female DJs comment that they have mostly been inspired by other DJs throughout their career trajectories: DJ Marcellus (DJ Miss Merelyn), DJ No Sugar, DJ Miss Smile, DJ Miss Wendy (DJ Lady Lago), DJ Miss Kitten, DJ Ellen Alien, DJ Steffie, 100% Isis (DJ Eva Maria), DJ Rood, Gregor Salto (DJ Miss Jamore), and DJ Lady Dana (DJ Miss Sunrise). Role models are thus not necessarily female. In most of the cases, role models were a source of inspiration. For DJ Miss Jamore, the influence of one of her role models, Gregor Salto, does go beyond mere inspiration, as he influenced her on the way she spins, which, in explanation, is making long mixes in a way that people cannot hear changes in the music, so that it sounds as if her whole set consists of just one track. None of the DJs had a particular role model whose footsteps they wanted to follow, because they all believe in the value of developing their own style. 

Female DJs are very enthusiastic when talking about the first time they ever saw a female DJ playing behind a DJ booth, and although they do not necessarily see them as role models, if they had never seen other female DJs, then it would also not have crossed their mind to become DJs: “…if you never wear pink and you…never see the colour then you won’t wear it, but if you see someone wearing pink and you like it then it’s like, oh yeah.” (DJ Eva Maria). Tahnee (SheMale) adds that an increasing visibility of female DJs causes more female DJs to come up: “I think a lot of women have some kind of image set out about what the DJing is about, and the general image is that it’s a man, so if you see a woman it can be a kind of extra push to do it anyway.” (Tahnee, SheMale)

None of the DJs mention having had particular role models in their families, but this would have been unlikely seen that it is a relatively new phenomenon to be a female club DJ by profession. All the female DJs’ families are relatively supportive of their career choices. Some of their parents were a bit reluctant in their support in relation to the unstable nature of the profession, but most of the female DJs have studied something else, and thus have a back-up plan in case they ever decide, or are forced to, stop being DJs. Moreover, DJs feel they receive a lot of support from their friends, and this is very valuable to them. 

None of the female DJs is occupied with the idea of being role models themselves for other women who aspire to become DJs except for DJ Lady Ace, who was very enthousiastic about the idea of being a role model. DJ Eva Maria was the only one who was rather negative about the idea of being a role model: “I hope that girls are more assertive than me, that they don’t need me as a role-model, but if they see me as a role-model than yeah of course, I’m flattered…” The idea of being a role model is flattering to most of the other female DJs too, but they are not particularly working towards it, and do not consider themselves big celebrities that people should look up to: “I’m not special to anyone, because I think everyone is the same, I’m just being a DJ so if you’re looking at me…I’m just normal, I also go to the toilet..haha.” DJ Miss Merelyn
In respect to the influence of role models on female DJs, it can be stated that other DJs have been and continue to be a source of inspiration, but female DJs are not too occupied with following other DJs’ footsteps because they all have a strong sense of their own musical tastes and styles. 

5.6 The Dutch Industry—Trends & Changes

Female DJs’ accounts of experiences complement the chapter in the beginning of this research addressing the Dutch DJ industry. 

All the DJs purchase (most of) their music from online music stores, and sometimes they get music from friends and/or acquaintances. Before, DJs had to buy records and CDs, which was more expensive. As a consequence, DJs are able to afford a larger music collection. Although this can be seen as an advantage, DJs can be melancholic about the Vinyl era: “…before records got sold out, and now you never have that anymore… it’s a pity because everybody can get the same music…” (DJ Miss Melera). 

An additional change pertaining to technological developments is the importance of online presence, particularly on social media sites such as Facebook, Hyves, and MySpace. Twenty years ago they were not there, and promotion did not happen through the Internet but through word of mouth. Most female DJs also post their songs on Soundcloud, a website where music can be shared among users. DJ Miss Melera for instance got invited to a gig in Switzerland because somebody found and liked the music she had posted on Soundcloud. As a contextual side note contesting to the way in which copyright issues have received much attention when it comes to sharing files on the Internet, what is applicable to DJs is that they are allowed to play any tracks they want without any necessary authorization, but they may not share tracks online that they did not produce. All the DJs also have their own website. Due to the way in which they use the Internet to promote themselves, female DJs are less dependent on traditional media or other people to do promotion for them. It is however always a bonus to work with traditional media, because it leads to extra promotion. Not all the female DJs interviewed are engaged with media practices, but some of them are. Namely, DJ Miss Jamore plays at radio Decibel once a month, DJ Miss Melera plays for an American radio station, DJ Miss Wendy has been on radio as well as television shows, DJ Lady Ace used to write reviews on upcoming records for magazines (which she says do not exist anymore). 

Dutch DJs are worldwide famous, and they contest to the public’s varied musical taste by playing delivering and mixing many genres. Moreover, Dutch DJs seem to fulfill multiple roles in the industry:“…there is a big scene of people that are very creative and are producers, are DJs, are VJs, are organizers…” (DJ Lady Ace). Furthermore, because The Netherlands is a small country, the distances to be covered between cities are close enough for DJs to be able to have more than one gig in one night, which enables DJs to make name in more cities faster than they would if The Netherlands were a bigger country. None of the female DJs express having particular cities or venues where they prefer to play—they enjoy the adventurous feeling of being able to play at different types of events, although some female DJs do explicitly say that they prefer playing close to where their homes are because it is more familiar, and that bigger cities, such as Rotterdam, are more aggressive. 

When talking about trends in the Dutch DJ industry, DJ Lady Ace says: “maybe I even set some trends, I don’t wanna be arrogant,” so women are also changing the industry. It is furthermore considered “hip” to be a female DJ, and some organizations are not informed of the style of music they play, and often book them just because it’s “hot” to have a female DJ in the line-up. Female DJs think that women are getting an increasing amount of support in the industry. At the same time, because an increasing number of women are entering the scene, it’s becoming less exclusive and it is harder to stand out. Standing out is not the only challenge in the industry: the job of a DJ is relatively unstable. In explanation, getting gigs is not always guaranteed unless DJs have signed contracts with particular venues to recurrently play there for longer periods of time.  

To be an official DJ has also become more difficult because, it comes with more responsibilities in comparison to the past regarding providing an exciting show, answering e-mails and updating social media profiles. Also, to be successful, DJs should produced their own tracks and not only mix other people’s. What has also changed is the way of performance, as it has become more interactive: people are DJing in groups or with other musical artists, and it is also important to interact with the audience. 
DJ contests are common in the industry. Most of the female DJs have participated in a DJ contest at a certain point in their career, and the opinions regarding these contests mostly negative (with a few exceptions). Female DJs do not really like the idea of DJ contest because they think it is a cheap way to get DJs to play (they don’t get paid for their participation, but they may win prices), they do not like the pressure of having to win (and think it can be bad for their name if they loose), and feel that judgments on who the winner is are not always done fairly (they state they are unofficially decided before the contest even takes place—again, this is an example of nepotism being manifested in the industry). Regarding female DJs’ experiences on the extent of competition in the industry, all of them think it is competitive, but some more than others.
6. Discussion

6.1 Education & Entering the Scene
Considering that most female DJs did not enroll in formal musical training, it seems that educational levels are not correlated to the extent to which female DJs are able to enter the scene. In other words, formal music education is, although perhaps convenient, not necessary to become a DJ. However, having a degree is advantageous in the sense that it gives female DJs a sense of certainty and comfort that they will always have something else to rely on in case their careers as DJs flop. An academic background also gives female DJs another the advantage of being more knowledgeable, which is an important quality to have in an industry that is not the “purest,” as DJ Eva Maria would say. 

In regards to entering the scene, it was already mentioned before that the DJ industry is considered to be a man’s industry, not only because they dominate it in numbers, but also because the industry is thoroughly related to technology, which is in turn commonly more related to men than it is to women. Women’s connections with men in the DJ industry promise what seems like effortless entrance to the scene. The fact that all the interviewees entered the scene through a given connection they had with a man in the industry is not sufficient to infer that entering the scene must happen through a connection with a man, because only about 10% of the female DJs listed on DJguide.nl are interviewed, and it would be fallacious to state that their experiences can be generalized to all female DJs. Connecting with women in the industry may in fact be equally, or perhaps even more effective than connecting with men when aiming to enter the industry because women are known to be more communal than men and therefore more interested in helping others. However, this research has no sufficient evidence to prove this is the case.

Having the right connections in the industry is important, but it is not everything. Once women have entered the scene, it almost goes without saying that their effort is required if they wish to progress.  This effort is not perceived to be higher than the effort men must make, but at the very outset, it is, because there are a lot of women who try to become DJs with their looks, not their talents, which puts extra pressure on women who are more serious about DJing. Entering the scene requires talent, dedication, and a polite form of audacity, because even if DJs may get help from other people or agencies, their progress is more dependent on themselves more than on anybody else. Naturally, having a great passion for music is a key requisite to be a DJ. 

The DJs interviewed in this research did not come across any major obstacles in entering the scene. Even though they sometimes did not and still to this day do not always get booked for the gigs they want, they did not experience entering the scene as very difficult, although perhaps challenging. Their experiences are laden with subjectivities based on personal perspectives, and the DJs who were interviewed were overwhelmingly optimistic. 

6.2 Affinity with Technology & Qualities to DJ

The technology required to DJ, whether it is done on vinyl, CD players, or USB sticks is not considered too complex for women to understand and literally get their hands on and work it. It is not difficult, but it is absolutely necessary—not knowing how to use the equipment is practically equal to not knowing how to DJ. Knowing how to use equipment such a turntables is a must if DJs want to earn the respect from other DJs (because a lot of people are DJing on computers). The lack of effort required to DJ using programs such as Traktor and Recordbox is not seen as positive, because the work is regarded as less valuable when DJing on computers rather than on the more tradition equipment, that demand a detailed ear for beat matching from the DJs. Such a statement is however subject to discussion, depending on whether the means or the ends are considered more important. If the means are considered more important, then it has more value to DJ by really listening to the beats in tracks and mixing them rather than letting a computer do it. If the ends are more important, then it could be argued that DJing on computer programs is more effective in the sense that less input is needed to produce a similar result. 
Contesting to the question posed towards the end of the literature review presented in this research pertaining to female DJ’s relationship with technology, and how technologically aware they must be to do their job, DJ’s must be agile on the turntables. While it is not necessary to be a technology pro to DJ, it can be helpful to stay up to date with developments in technology that allow DJs to use more special effects in their mixing to improve their performance. This does not necessarily guarantee a better gig, but it points to the way in which technological developments influence the non-ceasing developments of the DJ industry. 

In an environment that is subject to technological developments, it can never hurt to understand how things work. Without the presence of technicians and other people in the industry with technological understanding who readily explain technical aspects, DJs would perhaps be required to understand the more intricate functioning of machinery because they would need to fix things themselves. 

Practice is key to DJ like a pro. In the industry, a lot of collective learning takes place through people sharing knowledge, not only in person but also through new media. 

Female DJs do not all share an equal amount of fondness for or acquaintance with technology. 

6.3 Gender

Addressing the question of how female DJs based in The Netherlands experience representing a gender minority in the DJ industry, it can be stated that they are not all too immersed in thinking about gender practices in relation to them being a gender minority in the industry, a fact they are nonetheless certainly aware of. They are either neutral or positive about it, and do not experience that their female gender hinders their career progress. For them, to be a DJ is more about being a DJ than it is about being a male DJ or a female DJ, but when they are asked whether they experience their womanhood in the industry as an advantage or a disadvantage, they feel it is an advantage. Although they are a minority, the presence of women in the DJ industry is growing, and this inevitably leads to gendered practices. For example, if it is considered “hot” to have a female DJ in the line-up of a gig, then this indicates that it does in fact make a difference whether a DJ is male or female, because even if men and women played the same music, the performance is influenced by the way DJs look. Women are, perhaps without realizing, changing the perception of DJ performances, because the more female DJs there are, the less it can be considered a male practice, and thus the more the female gender becomes normalized in the DJ industry. Namely, DJing is considered masculine only because men do it more often than women. The answer to the question of whether women must they take distance from their femininity to do something that is considered to be masculine is no. Taking distance from their femininity when they DJ would be to their disadvantage. Take for instance the case of DJ Lady Lago, who would dress like a boy and wear a cap because she wanted to know whether people liked her for her music or her looks. Once she started dressing sexier, she started getting more gigs. So, if women accentuate their femininity, it is likely to work to their advantage. Some female DJs take it a step further and even DJ topless. These DJs were not interviewed, but they were found during the onset of this research when searching for information about female DJs on the Internet. For women to do what is considered to be a man’s job does not mean they are not feminine, as it is clearly even better for them bring their femininity to the fore as DJs. Another advantage of being a woman in the DJ industry that should be considered is that there is less competition because there are not so many female DJs. Views on DJ contests are for the most part in fact quite negative, because women do not take much pleasure on the pressure to win. Not wanting to compete is connected to the female stereotype of being communal. 

Moreover, there are differences in people’s assumptions regarding the way in which male DJs become successful in comparison to how female DJs become successful. For example, DJ Eva Maria remembers people thinking when she started playing abroad. It is rarely heard of for men to “sleep their way up” to the top in a company or industry, or at least to a much lesser extent than it is said about women. 

Another point is that female DJs do not feel they are particularly vulnerable as women, although they sometimes feel uncomfortable in some clubs. DJ Miss Jamore’s account of the safety problems she faced in India communicates the dangers female DJs must be aware of if they are to travel alone to play abroad. Female DJs’ experiences regarding their personal safety thus depend on where they have to go, and their feeling of safety is much higher in The Netherlands than abroad. 

Female DJs named several qualities that are important to have and develop as DJs. These qualities can be classified into gender-related and non-gender related qualities in order to determine how they are related to gender stereotypes. However, the classification is open to discussion. 

Gender-related qualities

It was mentioned that delivering a good performance is important, because it is more entertaining for the audience as well as it intensifies DJs’ experiences of their own performance. Interacting with the audience is related to the female gender stereotype of being communal, because by engaging with the audience they can create a stronger feeling of community in parties. It was also mentioned that it is important to look good, and that this is more important for female DJs than for male DJs although it is not completely unimportant for men. 

Non-gender related qualities

The non-gender related qualities are: having a musical ear, knowing how beat match tracks, picking the right songs, being creative, having a unique style, and producing tracks. Both men and women are capable of having a unique style, but some DJs say that women have a different way of playing than men, because they listen to more details in the music (DJ Miss Jamore) and have “more sex” in their sets (DJ Eva Maria), so regardless of the style of music they play, the way in which that style is played out is influenced by a DJ’s gender. 

Most qualities required to be a DJ are not gender-related, but the way in which these qualities are expressed can be considered as gendered nonetheless because women are more feminine and men are more masculine. Although some of the qualities named by female DJs are gender-related, they do not reflect traditional gender stereotypes, except for interacting with the audience, which, according to female DJs, is done better by female DJs. This is however subject to discussion, because this research does not address male DJs’ performance, so there is insufficient data to induce a comparative statement on the way in which male and female DJs interact with their audience while they play. 

An example of gendered practices that can be observed, is the way in which the disagreement between Maarten and Tahnee (members of the SheMale DJ duo) show that perceptions on the DJ industry may differ between men and women, for instance on the extent to which more female DJs will be coming up in the future (Maarten thinks a lot more are coming, Tahnee does not). However, having a different opinion is not necessarily rooted in gender, because women can disagree with other women too, and this is revealed by the way in which there are differences between the experiences and opinions of the DJs interviewed for this research (and in everyday life). 

6.4 Glass Ceiling

The concept of the glass ceiling is tested by investigating the kind of barriers female DJs encounter(ed) throughout their career trajectories. In a way similar to the gender classification of qualities, obstacles that DJs come across can also be grouped in gender related and non-gender related obstacles. Female DJs come run into more positive opportunities than obstacles. As a matter of fact, they refuse to put a label on difficulties as “obstacles,” and see them as challenges that they feel confident about. In other words, they are not insecure that they are incapable of overcoming them. 

Gender-related obstacles

When women are entering the scene, they are sometimes not taken seriously, because of other women who are trying to become DJs by using their looks rather than by playing well and mastering the art of DJing. But if they can prove their passion and talent regarding DJing, the doors are open for them. Female DJs want to be appreciated for their music and not only for the fact that they are women. 

Non-gender related obstacles 

Other problems DJs have to deal with are regarding how other people in the industry have influence on the extent to which they are booked. Gatekeepers in the industry are not strictly defined, as anybody who opens up the door to female DJs to the industry can be considered a gatekeeper. In the case of the female DJs in this research, it was mostly ex-boyfriends who opened the gates of the DJ world to them, but they are not the ones who officially get them gigs in exchange for financial compensation, as bookers, agencies, and event organizers do this. It then, also comes in handy to be acquainted with bookers, to increase the chances of getting booked. Female DJs do not feel that people in the DJ industry are more willing to help male DJs than they are willing to help female DJs. In contrast, some of them even feel that men in the industry are more willing to help women. The reason why this is still being discussed as an obstacle rather than advantage, is because the reasons why men are more likely to help more women are perhaps not very professional considering that DJs say they must be aware of the intentions men have when offering help—many of them just want to get female DJs in bed. It is thus an advantage when men in the industry are willing to help, but a disadvantage when there are indecent proposals behind the offers. Gender barriers in getting booked are tricky to define. If male DJs get booked for gigs in which female DJs would have liked to play, it is practically impossible for DJs to know what the chances would have been of getting booked for that gig, and whether they were not booked because they are women. It is unlikely for female DJs to not get booked for being female, especially considering how many female DJs say that it is quite hip to be a female DJs. The other side of the coin, is that when looking at a line-up of a gig, it is usually only male DJs, and if they are to have a female DJ then they only book one—so once one female DJ is booked for that gig, other female DJs can forget about getting gig for that gig too. The opinions on why this is are polarized. For example, while DJ Miss Merelyn is convinced that this is a strategy to have female DJs as an exclusive element of the party, Maarten (SheMale) thinks that it only reflects the real ratio of men and women in the DJ industry, and that it is only fair to do it that way. In the DJ industry, having the right connections, whether these are men or women, can be much more helpful than having a good agency, which leads to the next topic: nepotism. 
Nepotism is not so much an obstacle nor an advantage but rather a characteristic of how the industry functions. It is good for those who benefit from it and bad for those who do not know how to play the game. Some DJs are becoming successful at the expense of other DJs because of their contacts in the industry. While it seems unfair, everybody is naturally inclined to help friends and family before helping others. Such behavior is not even specific to the DJ industry nor is it particular to human nature (animals do it too). To help those who are close to you is a form of social survival mechanism based on reciprocity and solidarity. But the point of this research is not to provide a judgement on the ethics of nepotism. What should however further be mentioned, is that, with nepotism being the strongest leverage in the DJ industry, DJs’ attitudes have a great impact on how far they get in the industry. The problem with measuring this is however that it is impossible to find out at which times female DJs could have come into contact with somebody who could have given them an opportunity—the only thing that can be found out is who were the people that they did know and that did give them an opportunity, or at least a link to the scene. And as was reported earlier, for the case of most of the female DJs interviewed, these people were ex-boyfriends. It would be incorrect to state that these ex-boyfriends were gatekeepers in the sense that has been dealt with in previous research. However, in the metaphoric sense, it is them who “opened the gates” for these women by giving them a peek into DJing. Take the case of Miss Jamore for instance, who enetered the scene easily through her ex-boyfriend, and after her first gig, immediately got booked again.

Not getting booked for the gigs DJs want can be frustrating, but all the DJs expressed extreme enthousiasm about DJing and the feeling they get when they play at gigs, so it can definitely be stated that female DJs are more than happy to be doing what they’re doing than they are frustrated about not getting gigs—in the end, some DJs even refuse to play at gigs if it doesn’t match their music genre or if they are not offered enough money. If DJs have the luxury to do this, they are not really struggling to progress in the industry. Had that been the case, DJs would accept any gig that comes their way to try to enter the scene. An important point of attention that must be brought up is that the DJs interviewed in this research can all be considered successful—they can live off it. This research did not interview any upcoming female DJs who have not (yet) made it on DJguide.nl, whose accounts may have been valuable in exploring the difficulties in entering the scene (but they were hard to find). 

All in all, female DJs experience most of their interactions with gatekeepers and other people in the industry as favourable, but if they do not get booked when other DJs have even more favourable relationships with gatekeeprs, then this can be considered an obstacle for DJs because who get less bookings than they would otherwise. Nepotism then become a obstacle when female DJs do not benefit from it.

In relation to the extent to which female DJs get booked, it is important to discuss the way in which they interact with organizations, especially considering the way in which the industry is characterized by nepotism. Interactions in the industry are mostly informal, and DJs interact with organizations by networking, and making an attempt to talk to people who could get them bookings. When networking, it is important for female DJs to have a positive attitude, because a negative attitude will hinder their progress even if they can play really well. Having a negative attitude can be an obstacle for DJs. Although none of the DJs reported having big problems when it comes to interacting with organizations, most of them do say that they do not find it appropriate to be too direct about making their interests known to organizations. In explanation, they find it too pretentious to say they are good DJs and ask for bookings, so there is a certain art required in networking, and if DJs do not master this art, it can cause them to miss out on potential bookings. 

Besides the problems gatekeepers and nepotism can place for DJs, another barrier is placed by other upcoming DJs, male and female, who are willing to play for low prices or even for free. Such changes in the market can destabilize the extent to which female DJs get bookings. 

Most female DJs’ opinions are relatively in line with each other concerning the favourabilities of being female in the DJ industry, but there are some minor contrasting opinions. The first is regarding the likelihood of female DJs getting booked and the reasons behind them. While DJs like DJ Miss Merelyn think female DJs get booked anyway because it’s “hot,” other female DJs feel DJs get booked based on the connections they have with people in the industry, regardless of whether they are male or female. Moreover, as was mentioned before, there are also different opinions on why there is usually only one female DJ in a line-up (which usually consists of an average of 5 DJs in total). On the one hand, some think that clubs want to keep female DJs as exclusive, while others think it is simply proportionate to the real ratio of male and female DJs who are active in the industry. A third point where some disagreement can be observed is regarding personal safety when going to play at parties: while some feel safe going alone, others find it better to take someone with them. DJ Miss Jamore is the only one who advises female DJs to take someone with them if they are to play for an organization they are not yet familiar with. A fourth difference between opinions pertains to how female DJs perceive the interaction among female DJs, which is another important element necessary to discuss in order to answer how female DJs experience their womanhood in the industry. While most of DJs consider it to be of friendly nature, they are not all equally convinced on how sincere this friendliness is. Moreover, while some women see other female DJs as competition, others do not, because there are not many female DJs and the females DJs who are active in the industry have different styles. 

Female DJs are not very concerned about gender issues, and do not feel they are being marginalized as women. Therefore, it can be stated that there is no evidence of a glass ceiling in the DJ industry for female DJs. In fact, female DJs are likely to get support if they show that they are passionate about DJing. A question that inevitably arises is whether the growing popularity of female DJs is causing the popularity of male DJs to drop. The entertaining aspect of DJs’ performance is becoming increasingly important, and women seem to get away faster than men with particular types of performance such as singing alongside DJing.
6.5 Role models

Although most DJs did not report having role models, the ones they did report having were other DJs they looked up to. Such DJs epitomize what female DJs could potentially achieve too. Although female DJs’ role models are not only women, it seems that the influence of female role models has been greater than the influence of male role models, because if women would have never seen other women performing as DJs, they would have been less likely to even think of becoming DJs. It can then predicted that the growing visibility of female DJs will motivate more women to become DJs too. 

The majority of female DJs say that it is not important for them to be role models for others, although they find it a flattering idea. DJs may have modestly given such a politically correct answer to avoid sounding pretentious. The point is that if female DJs have been influenced to become female DJs by other female DJs, then they are in turn also able to influence the extent to which other women become motivated to become female DJs. 

Female DJs do not explicitly say this, but the fact that the biggest names from the Dutch DJ industry all belong to men may give female DJs the idea that they cannot become such big names, which links to the notion of role models. Here, the lack of role models could be causing less women to ant to become DJs. Namely, if female DJs say that they probably would not have gotten the idea of becoming a DJ if they had never seen a woman behind the DJ booth, then perhaps they also do not think they can be as big as Tiesto, Afrojack or Armand van Buren, because there are not any other female DJs who are. However, none of the DJs explicitly says that they find would find it impossible.  

6.6 Sexuality

An emerging finding in this research is that women’s sexuality seems to be correlated to the extent to which they are interested in the practice of DJing. Namely, because DJing requires the use of technology, and technology is related to men, it is appealing for homosexual women to engage in practices that are considered masculine. This research has insufficient evidence to state that lesbians are more likely to be interested in becoming DJs than heterosexual women, but the topic deserves more elaborate thought. Going back to the idea of certain musical instruments considered to be more feminine then others, it can be said that instruments to reproduce music such as turntables are of the less feminine kind. It can be argued that the shapes of the music instruments, as well as the way in which they should be played influence the extent to which they are considered to be feminine or masculine. To explain the thought behind this proposed idea, turntables have right angles, and its form is functional more than it aesthetic when compared to a violin, which is round, and delicate, resembling a woman’s body. To use turntables, less delicateness is required than it is to play the violin. Namely, it does not make a difference whether buttons on turntables are pressed soft or hard, but when playing the violin the pressure used on the strings does make a difference in how the music sounds. It can be stated that characteristics as right angles and toughness can be seen as masculine, and that curvy forms and a soft touch as feminine. If people are sexual beings, then it is likely that they express their sexuality in everyday life, such as for example through musical practice that is chosen according to how it helps them express their sexuality, whether this be done consciously or unconsciously.
7. Conclusion

This research set out to investigate female DJs’ experiences in the male dominated DJ industry in The Netherlands. Female DJs did not experience great difficulties in entering the scene. They had never really aspired to become DJs—in fact they ended up being DJs because they were (and still are) passionate about music and happened to know male DJs who introduced them to the world of disc jockeying and taught them the basics. The results of this research show that women’s experiences in the DJ industry are overwhelmingly positive, and they are generally not concerned with nor are they greatly constrained by gender-related problems. They are well aware of being a gender minority, and they experience it as an advantage for several reasons. First, there are not many female DJs to compete with, and they are not seen as competition by male DJs, which presents a strategic advantage in the game, because men are more willing to help them since they do not see women as competition. Female DJs feel they are more likely to be helped out by men in the business than they would if they were men, which is in contrast to the findings by Bayton (2006) in which female musical artists feel that men are not willing to help them out. They also feel that men in the industry see them as approachable, which is also an advantage considering the importance of networking to succeed as DJs. A second advantage is that it is hip to be a female DJ at the moment; so female DJs are likely to get booked. Third, the scarcity of female DJs makes them exclusive, and female DJs are eye-catching for women as well as for men. Women on the one hand find it inspiring to see a female behind the DJ booth, considering that female DJs would not have gotten the idea of becoming DJs had they not seen a woman DJing before. Men on the other hand find it “hot” to see a woman behind the DJ booth (according to the female DJs, at least). Fourth, women are also able to experiment more in their performance (for example by singing) without displeasing the crowd. In explanation, female DJs seem to have more agency in changing the performing style of traditional DJing than men, because they can add elements such a singing, and more noticeably sexualize their performance, which is something that male DJs would probably not get away with as easily. Gendered practices thus tend to overwhelmingly favor women in their career trajectories. The other side of the coin is that, even though male DJs are eager to help female DJs out, the fact that they do not see these women as competition means that they somehow see them as inferior, perhaps not even good enough to compete with, and helping them might give men a sense of superiority.  Rather than being affected by gender-related problems, female DJs are contributing to changing the DJ industry through gendered practices by showing that DJ performances can also be feminine. The rise of female DJs can be seen as an epitome of women’s increasing successful emancipation. Last, nepotism is a powerful leverage in the DJ industry, and women’s communal dispositions allow them to network with people so that they can benefit from nepotism. 

There are however several planes on which gender does seem to matter for female DJs. First, they are not taken seriously in the beginning due to the fact of a number of other women who try to become DJs with their looks, but are not actually talented in DJing. However, once they overcome this barrier, gender is no longer an issue and they gain even more respect from others (the audience as well as people in the business) for being a female DJ. Second, some people tend to believe that female DJs become successful by “sleeping their way up to the top,” but most female DJs are nevertheless not too bothered by this idea, and they have a general positive attitude, have faith in themselves, and are perseverant. Third, when traveling abroad for gigs, it is better for female DJs to take someone with them, as situations may get dangerous for them. They generally do not experience this to be the case in The Netherlands because it is a relatively safe country. 

No evidence of a glass ceiling is found in the Dutch DJ industry because female DJs do not experience any significant gender-related obstacles. On the contrary, many of them experience many gender-related advantages, as listed above. They do not want to get judged as female DJs, they want to be judged as DJs.

When exploring the reasons for the underrepresentation of women in the DJ industry, female DJs think that it is because it is a profession that is inherently linked to technology, which is more often linked to men than to women. It is however a misconception that it is required to have great affinity with technology to DJ, because it is quite simple to learn how to use equipment required to DJ, and any more intricate knowledge of the inner functioning of the equipment is not necessary, although it is important to stay up to date with developments if it can help improve DJs’ performance. 

Although the literature on which this research is founded upon is suitable because it illustrates ways in which concepts related to gender can be explored, the findings of this research contradict findings in previous research that state that women experience gender-related problems throughout their career trajectories that hinder them from moving forward in a particular industry. Moreover, because the DJ industry is relatively new, theoretical contributions regarding the field are relatively scarce. That is why this dissertation fills a gap in this scarcity, and serves as a building block for further research pertaining to the developing DJ industry, as it presents findings on how it is changing. However, because it is an industry that is constant flux, any conclusions drawn in this research may no longer be valid in the future. More research on the DJ industry may lead to the development of working theories of the DJ industry, which at the moment are absent. It may also be useful as a reference for further research pertaining to gendered discourses in The Netherlands.

There are several limitations to this research. First, it does not present a holistic view of the DJ industry, because it is only addressed from the perspectives of female DJs, and not male DJs, audiences, and other agents in the business. Second, the results of this research may not generalizable to the entire female DJ population, and they are not sufficient to generate an objective working theory because their experiences are subjective. Third, the results reflect experiences as determined by the circumstances in The Netherlands only, and they may well be different in other countries, so it would be interesting to carry out a research as this one in other countries. 

This research shows that women continue to emancipate, and it also raises questions that may serve as incentives for further research. First, some female DJs mentioned having negative experiences with unreliable booking agencies, so research on how exactly agencies function may be helpful to construct a more complete image of the DJ industry. Second, the topic of sexuality as a possible influence on career choices is an emerging finding that deserves to be scrutinized in within the context of gendered discourses in the music industry. One last important point of attention is that there may be upcoming female DJs who are experiencing a glass ceiling, and that the ones addressed in this research did not encounter that ceiling for whatever reasons For that matter, further research should also address DJs who are currently struggling to succeed. 
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�Although Farrugia’s research is similar to this one, there are many differences that should be stated here. In contrast to the dissertation by Farrugia, this dissertation does not cover cyber culture or the creation of online networks, nor does it address other agents than female DJs in its research method. While Farrugia’s research focuses on cultural production, this one addresses gendered discourses in the music industry. 





